3ds Max + Maya 


Plus 10 mocap files, 
‘8 texture sets, models, 
sound effects and more 
WORTH $637! . Go with \ 
the flow 
Watch your 


topology 
Page 44 


Including an ATI 
FirePro graphics card 


PLUS 


Discover new techniques for j Ay ‘ ‘a 

5 The best CG artwork @ 
Maya, Cinema 4D, After Effect f iia hee nen bape dh teat @ 
LightWave, Mudbox and more! |N Great PFhoe subs offer @ 


MAKING WAVES / 
Cooking up a storm, // 
with Maya an¢d 
RealFlow / 


Using 3D-Coat to 
fashion a weapon “ 


WWW. 3DWORLD MAG.COM 


: Learn ZBrush polypaint 
8 skills from a professional 


~The NAVE Sc 
~The DAVE School can ‘help 
you land a job in the film, 


www.daveschool.com 
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Bes "The DAVE Schoo! helped 
me achieve anew level of 
expertise in my work and 
gave me the skills | needed 
to get a job as a professional 
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his issue's cover and the feature it spotlights gave Glen 
TT) southem the chance to indulge in one of his greatest 
passions. “My first love is modelling creatures and characters, 
although I’m equally happy turning to pencil and paper to get my 
ideas down. The great thing is that I get to do just that every day.” 

Glen is creative director at SparkleVFX in Liverpool, where he's 
a partner alongside Glenn Maguire. “We've had some fantastic 
jobs this year,” says Glen, “ranging from working with Sky Creative 
to doing the VFX and animations on a Beatles immersive for the 
Museum of Liverpool.” 

Our cover star is a demon who started life in Silo. “I still use Silo 
for most of my core polygon work,” says Glen. "It does exactly what 
Teed, and I find I'm really fast using it.I UV'd it in UVLayout, then 
started the texturing and map creation in ZBrush. I generally ramp 
my mesh up to about five million polygons, then do some basic 
sculpting. I then extract displacement maps and use these as the 
basis of a texture map in Photoshop. I rendered in Cinema 4D 
using Advanced Render, with texture, bump and normal maps. 

You can get the benefit of Glen's modelling experience 
on page 44, as he explores the secrets of achieving good- 
quality topology - the underlying structure that dictates 
how well your model will pose or animate. His most vital 
technique? “While I’m comfortable doing low-poly 
cages using ZSpheres in ZBrush and, more recently, 
using programs like Sculptris, Iam still a lover of box 
modelling my meshes, using good, clean topology 
from the start.” 's 

for creating perfect 
models every time 
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Introducing 


LightWave" !O 
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/ Image created by LightWave artist Leigh Bamforth 


Get otherworldly capabilities like iterative VPR rendering, enhanced 
OpenGL including stereo anaglyph, immersive virtual cinema tools, 
advanced MDD tools, integrated support for Autodesk geometry cache 
and more. 


Special limited time offer. Get in on it. 
www .lightwave3d.com 


Visit www.newlek.com/Iw/creature to download this sample 0 lewrle 
from our LightWave 3D" creature kit. N ek 


Five things you'll 
find in every 
issue of 3D World 


Expert analysis and opinion 
Get under the skin of the 3D industry with 
regular assessments of industry trends. 
Pre-Viz looks at what's happening right now, 
while Post-Production and our in-depth features offer 
privileged access to the biggest names in the industry 
as they share their expertise with you. 


Road-tested tutorials 
‘Seasoned professionals from across the 
3D industry write tutorials based on projects 
created especially for you. We test every step 
ourselves to ensure accuracy and accessibility. 


Inspiring artwork 
We comb all areas of the 3D scene to find the 
best examples of work that’s being produced 
today, from the hottest commercials to game 

cinematics and illustrations. 3D World reflects 

the state of the art every month. 


The whole of the 3D scene 
Why restrict yourself? Whatever your main 
creative discipline, 3D World enables you to keep 
up with trendsand techniques across animation, 
visual effects, games illustration and architecture, As 
the world of 3D evolves, so does 3D World. 


Free disc 
Your free disc contains 3D 
5) resources with an average 
commercial value of $830. 
Every month you'll receive a disc 
crammed with the best 3D assets 
we can lay our hands on, including the scene files you 
need to complete our training projects. 


3dworldmag.cam 


Welcome 
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Are kid-friendly, stereoscopic CG 
movies still a recipe for success? 


bi rT | dustry watchers will have already heard of 
the dismal showing of Disney's Mars Needs 

al Moms at the box office, but in case this piece 

; | of industry schadenfreude has passed you by, allow 
La me to elucidate. As I write, the Robert Zemeckis- 
produced CG feature has yet to open in the UK, but 
it’s doubtful that the European market is going to fill 
the accounting void between its $150 million budget 
\ and theatrical takings, which currently stand at a 

ae paltry $20 million domestic, $15 million foreign. This 
box-office tanking ~ which overtakes Pluto Nash to take third place in the 
list of biggest cinema flops of all time — will no doubt send ripples through 
the industry. (Although, as with Disney's canning of Zemeckis’ planned 
remake of Yellow Submarine, it's not necessarily all bad news.) 

Mars Needs Moms had a decent pedigree and also embraced the 
Hollywood holy trinity of CG animation, stereoscopic 3D and family 
demographic. So just add a veneer of contemporary pop culture (the kid 
references Wii! The aliens have dreadlocks!), and watch the cash roll in. 


No magic bullet 
But it seems the average movie-going family is tired of paying top dollar to 
watch otherwise ordinary films with glasses on. Or tired of hyper-kinetic 
CG that makes your head hurt. Or tired of Zemeckis and his ‘creepy’ 
mocapped inhabitants of the Uncanny Valley. And probably all three. 

To be honest, it's a welcome wake-up call that CG in and of itself isn't 
a ticket to box-office success; because the rate at which CG-animated 
movies is being pumped out is both extraordinary and disheartening (139 
worldwide to date, with 26 in production for 2011/2012 already). 

But one thing that really bemuses me is the stratospheric budgets. Okay, 
‘Toy Story 3 had a reported budget of $200 million, but is painstakingly 
hand crafted a frame at a time by an army of animators, with a much 
loved franchise shoring up the investment. But when 
the majority of your movie is mocapped, even 
accounting for clean-up, where the hell does 


upwards of $150 million go? It’s only 88 SUBSCRIBERS 
minutes long, which at $1.7 million a minute Got a question 
is more than Avatar! Hopefully, this issue is about your 3D World 
a better use of your time, subscription? Email 

; 3dworld@myfavourite 
Steve Jarratt, editor cleo estes 


Contact 3D World 

General enquiries | Portfolio submissions Advertising 

Steve Jarratt Send us your 3D artwork Ross Arthurs 

Editor andyou couldbe published | Account sales manager 
01225 442244 inthe magazine 0207 042 4128 
stevejarratt@futurenet.con | portolio@dwortdmag.com | rossarthurs(@Futurenet.com 
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Introducing our 
advisory board 


Each issue, our panel of leading figures from across 
the CG industry give us their advice and help 


Meet all of 
‘our 


ry 
board member 
3dworldmag 
.com/board 


Spotlight on... 


Lee Danskin 

TRAINING DEVELOPMENT DIRECTOR, 
ESCAPE STUDIOS 

Lee Danskin started his career at Alias Research, going on to become 
part of the development team for Maya 1.0. In 1995, he co-founded 
London effects house Smoke & Mirrors, working on the title sequence 
for The Warld is not Enough before becoming deputy head of 3D at 
MPC. In 2006, he joined leading international 3D training company 
Escape Studios, and was voted an Autodesk Maya Masters in 2007. 

On page 34, Lee joins a powerhouse panel helping you turn an ordinary 
showreel into one that will get you noticed - and hired. 


Tim Alexander 


VFX supervisor, ILM 


Gustavo Capote 
Art director, N 


Paul Franklin Alex Morris 


nder, 


pe VFX supervisor, 
Double Negative 


Alex Morris Visualisation 


Stuart Adcock Andrew Daffy 
fechnical art director, Director, The House 
Ninja Theory of Curves 
Jordi Barés Lee Danskin Eddie Leon 
RI d of 3D, Training development President/CEO, S} 
The Mill ios 
Andrew Lindsay 
Pascal Blanché Jonathan Davies Director of animation 
Senior artist, lead of 3D production, Lionhead Studios 
Frontier Developments The Moving Picture Robi Roncarelli 
Company Stefan Marjoram iblisher, 
Tim Brade Director, Aardman PIXEL 
Techrical director, Sofronis Efstathiou Animations 
Aarciman Animati MA 30 programme Jolyon Webb 
leader, National C Jeremy Moorshead RED ay 
for Computer Animati Animation department Blitz 


Bournemouth University chair, SCAD 


This issue’s 
contributors 


| Glen Southern 

CREATIVE DIRECTOR, 

SPARKLE VFX 

Glen isa long-time CG artist and 
sculptor with many training DVDs under his belt, 
This month, he provides the expertise behind 
both our cover star and the organic modelling 
feature on page 44. 


Florian Koebisch 

TECHNICAL DIRECTOR, 

PICTORION DAS WERK 

As a Next_imit-certified RealFlow 
expert, Florian was the ideal person to deliver our 
tutorial on creating crashing waves. Turn to page 
62 for his detailed step-by-step walkthrough, and 
catch his videos on the 3D World website, 


Phil Nolan 

FREELANCE ARTIST 

Phil works mostly in television, 

commercials and corporate 
videos. As akey member of the 3D-Coat 
forum, he brings his substantial knowledge to 
bear in his tutorial on hard-surface sculpting 
on page 68. 


F! Scott Spencer 

3 DIGITAL SCULPTOR AND 
DESIGNER, WETA WORKSHOP 
Despite a busy workload that 
includes best-selling books on ZBrush and 
working on The Hobbit, Scott stil had time to 
provide his expert advice on texture painting, 
His article appears on page 74. 


Michael McCarthy 
ANIMATION INSTRUCTOR, THE 
= = NEW ENGLAND INSTITUTE OF ART 
Michael McCarthy isa Boston-based 
3D artist working in broadcast, feature film and 
games. He's held classes at SIGGRAPH 2010 
and EUE 2010, and his Fundamentals series on 
lighting continues on page 81. 
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EXPONENTIALLY BETTER 
FOR 3DS MAX AND IRAY 


GINvVIDIA PNY. 


1A FERMI CL/ 


Take full advantage of Autodesk 3ds Max 2011 and realize photorealistic images with the new iray® ray-tracing capabilities. NVIDIA® Quadro® 
professional graphics solutions let you dial up the complexity of your designs, visualize them with photorealistic detail, and deliver higher quality 
results in less time. 
Produce Higher Quality Images in Less Time 

6x faster results over a quad-core CPU? when using an NVIDIA Quadro 5000 or NVIDIA Tesla” C2050. 
Interact Faster with your Design 

Featuring the new Scalable Geometry Engine and up to 6GB graphics memory, Fermi-based Quadro and Tesla GPUs provide maximum interactivity. 
Scale iray Rendering Performance 

Use up to three Quadro or Tesla GPUs in your workstation to scale iray rendering speeds and to produce results faster than ever before. 


SOLU 
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IRAY SPECIALIST IRAY EXPERT 


268 of frame bufer for texture > 2.5 GB offrame butfer for even > 668 of frame buffer for maximurn textures 
heavy scenes heavier toxtured scones Sener 

256 CUDA Cores 352 CUDA Cores Picea! 

26-bit Memory Interface > 320-bit Nemory ntertace dao crear ferences 
Ug ie 205 gsr narnia x speed up* for iray rendering > Geometry Engines help large mesh models 


speed up" for iray rendering 


To find out more go to or one of our specialist solution providers below: 


F Armari Jicsaw., 2%" SCAN Scan Computers Rae Workstation Specialist 


* over single quad-core CPU * 
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IMAGES AND OPINIONS PRACTICAL TUTORIALS TO 
FROM YOU, THE READERS BOOST YOUR 3D SKILLS 
Portfolio Stormy seas in RealFlow 


The latest reader art, including some 
stunning character work 


In Focus 
Tonnais Karathomas explains how he 
created his Gundam mobile suit 


Short Cuts 
We take a look at Hooked, a short film 
from South Africa about the trials and 
tribulations of a hungry fish 


Inbox 
Comments and queries on digital 
editions, bookazines, and the 
long-awaited 3D World glossary 


COMMENT AND ANALYSIS 
FROM THE CG INDUSTRY 


5 Project Skyline 

Jon Jordan speaks to Autodesk 
about its new game creation 
system and what the future holds 


032 The Filter 

New 3D apps and updates, 
including the latest simulation 
plug-ins and V-Ray 2.0 for Maya 


FEATURES 


Create spectacular crashing waves 
using RealFlow’s Hybrid solver and 
the RealFlow Render Kit in Maya 


Low-poly weapon 

Use 3D-Coat's voxel tools to build 
a machine gun, then retoplogise 
it for a game engine 


Polypainting in ZBrush 
Part two af Scatt Spencer's demon 
tutorial: using traditional airbrush 
painting techniques for great- 
looking monster skin 


Fundamentals 
Michael McCarthy explores the 
pros and cons of HDRT lighting in 
part seven af his ongoing series 


Questions and Answers 
3D World's panel of experts provide 
solutions for creating brushed 
metal in Maya, mirrored UV maps 
in 3ds Max, text-cutting in After 
Effects and boiling water in LW 


Horror footage in Nuke 
Turn some standard camcorder 
footage into the next Blair Witch, 
using tricks and techniques in Nuke 


CRITICAL 3D TOPICS, NEW TECHNOLOGY, 
DISCUSSED IN DEPTH TESTED BY 3D EXPERTS 
034 Job-winning showreels 096 an(i)ma 


Our expert tips on creating a 
killer showreel — by people in the 
industry who see them every day! 


044 Monster Modelling 

Glen Southern describes the 
basics of topology and polyflow, to 
improve your organic modelling 


THE MONTH'S BEST NEW 
COMMERCIAL PROJECTS: 


054 Projects 

The best new commercial projects, 
including flying monsters, flying 
kids and some sky-high arch-viz 
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If youneed to add animated 
crowds to your arch-viz scenes, 
this new app is a game-changer 


O98 Marvelous Designer 
Gorgeaus-looking clothes, draped 
to perfection —but is it too pricey 
for its intended audience? 


100 FreeForm Pro 

This update to the After Effects 
plug-in makes light work of heavy 
displacements - with the right GPU 


101 Thea Render 

With biased and unbiased rendering 
in one package, does this quirky 
renderer deserve your attention? 
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KEY MOMENTS IN CG ESSENTIAL 3D ASSETS 
HISTORY REVISITED AND VIDEO TRAINING 


102 Debrief 112 On the disc 
How Di v 5 
a DAZ model and mare. 
m Mays Come Turn to page 112 to find out 


more about the contents of 
109 My Inspiration your packed free disc 
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Stay ahead in the CG industry 
at 3dworldmag.com 
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Head over to our website for great content for 3D artists 
Expert tutorials and videos ® The latest 3D news 


Product reviews & The latest work from the CG industry 
Special offers and competitions @ A great user community 


Log on today at 
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Images and opinion 
from you, the 
3D World readers 


Etienne Jabbour 
Qev 
ZBrush, Mudbox, 3ds Max, mental ray 
“Tm an art director at Side, a specialist CG character 
studio in London. This character is the basis of our 
ongoing RED into HD model and texture creation. We 
worked with 15 4K texture pages, each including 
diffuse, displacement, specular and reflectivity maps, 
plus masks formetal, wear and so on, 
4 why We used UV tiles to keep things manageable and 
|, twallow us to p Foss multiple texture pages, 
NN ‘along with an‘Gbepshader’ modulated by composite 
textures, We blended ase shaclers with single surface 
properties (suc! Hh or brushed metal) using 
‘greyscale masks, Keeping the majority of tweaking 
yeystale images. 
including hand- 
painted elements sides the smoke, is always 
fun: you're past any teehnical difficulties at that 
stage andiban concentfate on look and feel. 
The image itseifttook four days.” 


This month’s selection of new 3D 
artwork showcases styles from austere 
arch-viz to chilling science fiction 
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is P Tf you would like ta see 
your work featured in 3D 


—_ World, email us at the address below, 
attaching a lo-res version of the image 
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a Patric Verstraete 
K House 
3ds Max, V-Ray, Photoshop 
project in 
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Artist Bjorn Malmberg 

Title Can You Keep a Secret? 

Software Hexagon, Poser, Vue, Photoshop 
“This image was made for a personal project that 
T'm working onwith a friend. We both share an 
interest in sci-fi I created all the objects in 
Hexagon - except for the figure, which is 
Michael 4 from DAZ 3D. Part of the scene, the 
chamber and figure, was composed in Poser and 
then exparted to Vue far the final compasition. 


Treated procedural materials in Vue and added 
light effects in Photoshop. On and off, it took me 
about a week. 

“My favourite part was taking the raw render 


into Photoshop and watching it come to life. 
a wonderful thing to be able to visualise the 
‘thoughts and fantasies within. The mast 
important thing is to have fun.” 
ariel-x.deviantart.com 


66 It’s a wonderful thing 

to be able to visualise the 
thoughts and fantasies 
within. The most important 
thing is to have fun 99 
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a U-Ri So 
U-Ri Portrait 
ZBrush, 3ds Max, 
mental ray, Photoshop 
“Tima freelance 3D character ertist, I've been 
doing characters for Xbox 360 and PC MMORPG 
games since 2005. In my spare time I work on 
album covers and bath 2D and 3D illustrations. 
“T.wanted to express a sad srrile when I made 

this. It took about a month and a half.” 


U-Ri So Wins a copy of Poser Pro 
2010, worth $499. Linking pro 

production tools and ready-to-use 3D 
assets, Poser Pro saves development 
time and re 
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Bi Artist Simon Williamson 
c MM2 Neptune: Micro-Submersible in Hangar 
Software Rhino, KeyShot, Photoshop 
a professor of industrial design at a college in 
designer. [ have 
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66 This model flowed 
well from the concept 
of the sub through to 
the environment. It was 
tough to stop fiddling 
with the details 99 
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In focus 


Discover how Ioannis Karathomas created his beautifully 
detailed homage to the Mobile Suit Gundam universe 


E A:tist Toannis Karathomas 
Title NZ-666 Kshatriya 
Software Maya, ZBrush, Photoshop 


annis@jkarathomas. 
jkara m 


Research and reference ; 
Gaining inspiration als 4 


Reference 


© Ioanni's piece is 
derived from different 
styles of mech 


Base mesh 
I spent lot of time 
box modelling in Maya in order 
to build a strong, detailed 
base mesh before I began 

to sculpt. 


@ The base mesh 
was already very 
detailed, before 
sculpting began 
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0 Final sculpting 
Lapply this same technique on the rest of the model. Then, for 
the final pass, I use alphas to draw nuts and bolts and addi 
# the Pinch brush and start pinching the edges. As soo details. After I've finished sculpting, I collapse the subtools together 
Polish fo start damaging the surface and ths the arm, leg and body - and pose my model. 
Kk like beaten metal. 
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sculpting, te how t E) ReflectedMap Shader 
In the end, I used t é F) DarkenEdge Shad 
V G) MatCap Gray Shader (wit 

H) Metallic Shader: Diffuse highlights 


com - Flee Magazties Do 


lag 


Compositing 


Photoshop comp 


Portfolio COMMUNITY - 


Finishing touches 
Adding colour and texture 


0 Colour palette 

Because I spent lots of time sculpting the 
details, it ving to paint detailed 
textures, Be ainting, Ttry to think what 

ve to model; for this mech, 
nk colo 
g overlay in 

Photoshop. My main colour v mixed with 
with a more saturated g 

w ta add detail and 


Final thoughts 
Creating this image 
opportunity not only to be 
proud of my work. I believe sl age is managed to 
create a complicated mech that is also stands up asa piece of art. It wasn't easy tn build, 
so now I feels chs, but something I may do differently in future is not 
avercomplicate things, and try nat to over-build parts that I don’t need. ® 


Secondary details 


For my last texture 


0 Mood lighting 


After I finished texturing, I thought it would 
dd @ more 30 T rendered 
hat cor 
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Short Cuts 
The best new 
animated shorts 
from outside the 
major studios 


 Hooked's environments are 
packed full of detail: even 
individual grains of sand. were 
modelled for certain shots 


Hooked presents a feisty little fish who doesn’t take 
the bait. Kerrie Hughes talks to its creators about 
working on a film full of detailed water environments 


oe 
VITAL STATISTICS 
Hooked 
248 
Friedl Jooste 


35 months 
$35000 


ccharactermatters.com 
Maya, LightWave, 
Fusion, Photoshop, 30-Coat 
‘A cetermined 
little fish formulates a plan 
to get rid of his foe, with 
Unexpected results 


Finding Nemo (Stanton/ 
UnicrichiPrxar, 2003) 
‘Shark Tale (Eergeron’ 
Jensen/Letterman’ 
DreamiWorks, 2004) 
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na tale of determination and 
1 persistance, short film Hooked 

tells the story of Breamy. A small 
fish on the hunt for food, Breamy can't 
believe his luck when he happens across a 
big, juicy worm, but soon realises all is not 
what it seems when a shiny hook becomes 
apparent. Annoyed for nearly taking the bait, 
the feisty little fish then makes it his mission 
to outsmart his pointy enemy, although his 
innovative strategy doesn't work as planned. 

Hooked was created by Cape Town-based 
studio Character Matters, which created 
the side project in just three-and-a-half 
months. Director Friedl Jooste says the team 
wanted to make a short that would really 
push their collective skills, “We decided to go 
underwater. Immediately the creative gears 
started turning, and I thought it would be 
funny to show the conflict between a fish 
and a hook." 

With the theme decided, the director 
developed the characters while he was still 
contemplating the story. Having already 
decided on Breamy’s personality, Jooste 
drew pages of simple shapes until he came 
across one that he could develop into his 
hero. His choice of animal did present him 
with new personal challenges, though. “T 
hadn't animated a fish before,” he explains. 
“Tt took some time and alot of research to 
get Breamy maving believably.” 
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With few characters to organise, the team 
was able to facus most ofits attention on 
the challenging environment, which they 
started by deciding on a colour palette. “We 
wanted to steer clear of ocean colours, 

says concept and lead texture artist Lynton 
Levengood. "So we shifted everything 
towards greens, browns and yellows.” With 
so many textures and elements involved, 
Levengood ensured they were tied together 
seamlessiy: "We really wanted to avoid poly 
clipping where cbjects intersected, and went 
to great lengths to make sure every shot was 
beautiful,” he says. 


Using Maya, animator Niki liers set ta work 
on creating the detailed sets, even modelling 
individual grains of sand for certain shots. 
This layout was the starting point for ane 


Hooked director Friedl Jooste 
carried out extensive research to 
animate Breamy correctly 


of the most challenging aspects of the film: 
lighting. Being underwater meant that the 
light rig would bea complicated set-up, 
0 extensive research was carried out in 
preparation, Watching nature documentaries 
while listening to serene music gave 
lighting TD Ben Cooper the information and 
inspiration he needed to begin. “Before I 
start light rig, [like to feel the emotion that 
we're trying to convey, and music is a great 
way to draw that essence out,” he says. 

Using LightWave, Cooper started with the 
master light rig for the environment, which 
comprised a dome and several area lights to 
provide overall illumination with highlights in 
specific areas thet called for them. “These 
area lights were scaled up to soften shadows 
and were then balanced until I got a look 
that we were happy with,” he explains. 

To aid overall render times, the 
environmental volumetrics were created 
ona separate layer, which elso meant 
that the brightness could be controlled in 
compasition, With these organised, effects 
such as post glows were added in production 
to bind them all together. 
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When the overall enviranment rig was 
completed, Cooper had to tackle the 
supplementary lighting needed for the many 
different elements within it, such as caustic 
effects, Breamy and the plant life. All of 
these required extra attention to fully achieve 
realistic underwater scenes, The c 

effects were created with a map sequence 
generated in the compositing package 
Fusion and the old Speed Six Watery plug-in, 
which were then combined with the custom 
spotlights in the shot. 

The cifficulty with this particular effect 
was matching the speed of the caustic: 
to that of the water surface to avoid them 
counteracting each other. To solve this, 
the samme map sequences were applied to 
the volumetric lights to ensure they were 
perfectly in sync with the shape, 
and speed of the caustics. The addition of 
environmental fog and tweaking in post- 
production completed the effect. 

Breamy’s textures and shader network 
meant yet another separate light rig. A 
standard three-point lighting system with 
an additional fill ight was used because of 
his shape, and helped to create an even 
light over him. “T rendered the rim light on 
a separate layer for better control in Fusion 
and mixed the layer with the compasite,” 
says Cooper. The fish's eyes had subsurface 
scattering to avoid a plastic look, and a point 
light was used behind him to enhance the 
light scatter through his fins. 

Lighting the plant life proved an addex 
complication, "When T added subsurface 
scattering, things started to get tricky; 
Cooper. "To get them to behave correctly 
without having to touch the light rig, which 
worked for everything else, I had to create 
custom lights that only affected them” 

The amount of work from all the team 
members on Hooked inspired each of 
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The underwater location for Hooked 
meant that one of the biggest 
challenges was to create a body of 
water with lighting that affected the 
environment realistically. LightWave 
was chosen for this job, with 
lighting TD Ben Cooper praising the 
NewTek software: “Tt was definitely 
key to producing the rendered look 
of Hooked.” 

LightWave's Dielectric shader 
provided a solution for the water 
surface, although creating a moving 
water body effect was trickier, “I 
Used te Smoky procedural texture, 
which was afiimated with-a. bump: 
vall@ of 3,000 per.cenito achieve 
ourWaves,” says Cooper. “Custom 
lights were then placed only to 
affect the water and craft the look.” 


them to push their creative skills, "Tt was a 
big challenge for everyone involved,” says 
Jooste. “What we have learnt has only eft 
us hungering for something bigger and even 
more challengi 


WATCH THE SHORT 

You can watch Hooked in full via the 
3D World website 
3dworldmag.com/hocked 


Storellags & FantalNag 


M Breamy’s eyes 
had subsurface 
scattering to avoid 
a ‘plastic’ look 


© One of the Hooked team’s 
biggest challenges was 
creating the caustic effects 


© The Hooked team chose to make an 
underwater film to really develop their skills 


Pane To submit work for inclusion in 
Short Cuts, contact us at the 


address below, attachinga brief synopsis and 
at least three stills 
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This month: digital magazines, single app 
guides and 3D jargon decoded. Send your 
feedback to inbox@3dworldmag.com 


Will 3D World eventually be available 
in a digital format other than 
through Zinio? 

Toffer, via email 


Yes, eventually. Our parent 
company Future Publishing is busy 
trialling all sorts of different digital 
delivery systems, such as the best-selling 
iPad version of gadget mag T3 (tinyurl. 
com/t3-app). We're still thinking about ways 
of delivering our disc content, but we'll have 
some news on this later in the year, 


I recently bought your ZBrush book. | really 
enjoyed the projects in it, and found it nicely 
aimed at someone of my skill level. (Not very 
high!) Are you planning other books on other 
3D applications? 

Jonathan Ford, via email 


Glad you liked the ZBrush ‘bookazine' (not quite 
a book, no quite a magazine, but somewhere 
in-between). ZBrush Essentials was really well 
received, so the good news is that we have 
several lined up for the rest of the year. First 
out of the blocks is 3ds Max Essentials, which 
covers modelling, texturing and lighting for 
buildings, vehicles and characters. You might 
have seen some of the content before in 3D 
World, but the majority of it is new, courtesy of 
3D Total. It's already on sale - you can order it 


| Get published 


Email us your feedback 
on the magazine or the state of the 
3D industry in general at the address 
below, including the country in which 
you live. The sender of the best letter 
each issue receives a prize 
inbox@3dworldmag.com 
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Following the success of our ZBrush Essentials 
guide, 3ds Max Essentials is now in stores or 
available to order online 


online at myfavouritemagazines.co.uk/3ds-max- 
essentials, or check newsagents and newsstands. 


You mentioned a while back that you'd be doing 
a glossary of CG terms. I think this would be 
very useful for beginners like myself, especially 
if you have images to explain it and 
how to pronounce words like Fresnel 
and Bézier. Will this be appearing in 
the mag? 

Glenn Avery, London 


We did indeed promise a glossary, and 
we have delivered. You'll find the first 
version at 3dworldmag.com/3dterms. 
Please do take a look and let us know 
if there’s anything you want 
adding, or if we've missed 
something obvious. We'll 
also be including more 
images over the next 

few months to make the 
glossary even easier to 

use, and there are more 
services to come. @ 
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Creative Challenge 


‘Tomahawk_Kid 
Carl Douglas 
@3DWorldMag 1 would 


Yes, people do 
seem to like issue 143's 
cover art ~ thanks to 


really like to see readers Nicolas Richelet 
getachance to submit = — 

tutorials, but Maya/ VEXMedia 

Nuke integration is VEX Media Corp 


something I'd smile at Softimage history: 10 
We'll accept years ago, this review 
tutorials from anyone~ of XSI-2.0 appeared 
just email us for details. in @3DWorldMag. XSI 
Nuke and Maya, you Essentials was $8,200. 
say? We'll shove ton ——_httpr//bit.ly/dlyLIu 
Rob's to-do list XSL Advanced was 
$12,300, But it did 3D 
DanCole3D text: money well spent 
Dan Cole 
I wish my demo 
reel was as good as 
this: http://vimeo, 
com/19368587 


IMcCurry3D_ 

James McCurry 
Today seems like a 
good day (o subscribe 


We hear ILM to @3DWorldMag — 
and Pixar are now ina and that’s not an April 
bidding war for his not- Fool's joke. 
inconsiderable talents Every day is 


good day to subscribe. 
Especially if you'd like a 
free copy of PFhoe! See 
page 52 for details 


nicecrispybacon 
Jan Daghelinckx 
@DWorldMag Doos 
Mental Roy have a 


‘Twitter account? rd Ant_Ward 
sure follow. Antony Ward 
Our legal Using my lunch hour to 


add the final touches 
to my article for 
@3DWorldMag 

Read Ant’s Maya 


department has 
suggested that it 
would not be wise to 
unleash Roy on the 


‘Twittersphere tips in a future issue 
uniformtweets ‘TheHead_3D_VEX 
Uniform Ben Thomas 


Nice piece on our 
Colosseum fil in this 
months @3DWorldMag 
Projects Showeas 


@3DWorldMag Aw, you 
guys sound ever so sad 
and lonely, asking for 
people to like you :P 


Good work team. We crave 

hi-fives all round.. attention ~ what can 
Enough hand- we say? 

slapping: back to work 

—————— creativebloke 

damaroyWorkshop creativebloke 

damaroyWorkshop @3DWorldMag 

The cover page for the ‘I like you. Oh [ 

May 2011 edition of seeeeeceeeeerer, 

@DWorldMag rocks! Facebook ~ bleuch 

Contact your local Not a Facebook 


vendor now! fan, we take it? 


Go online to talk about the hottest 
3D trends and share tips. There’s a 
Creative Challenge every month for 
you to flex your 3D muscles on, too 


= 
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challenge - in which you could win 
a copy of ZBrush plus training books — proved 
immensely popular, with tons of great entries. In 
joint-secand place were Noon, with his spear- 
wielding warrior, and Peter Satera’s chained 
monster, But taking top slot and the ZBrush 
licence is Quicky, with his gruesome bug creation. 
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The GDC demo of 
Project Skyline shows 
the game trace view, 
where individual 
animation clips can be 
seen on the timeline 


Autodesk looks to build the future of 
game development with Project Skyline 


W) ithout a vision, the people perish. It's 

a situation that can even affect digital 
media creation software companies like 
Autodesk; or perhaps that should be, especially 
affect companies like Autodesk 

A giant of the industry, over the last several 
years it’s been busy acquiring major rivals such 
as Alias and Soitimage. So the intense rivalry of 
annual releases from competing packages 3ds 
Max, Maya and Softimage has been replaced by 
a more tempered product management approach. 
‘The big fish of the pond is running out of water 
to swim in. Where’s the vision? 

The overall market for game development 
tools is much bigger than Autodesk's range, of 
course. There are plenty of outfits providing 
game engines, physics, networking, artificial 
intelligence and the like, None are the size of 
Autodesk, but all have experience in real-time 
technology; an area in which the company has 
almost none. That's one reason it’s been buying 
up middleware companies such as Kynogon and 
Scaleform. (See The Scaleform Factor, page 28.) 

‘Yet Autodesk is bridging the gap between 
content creation and runtime engines that is the 
main prize, offering massive potential both in 
terms of productivity gains for game makers as 
well as commercially for the tools supplier. Ah. 
Now there's a vision, 

In this context, it’s significant that Mathieu 
Mazerolle, the project manager of Autodesk's 
Project Skyline initiative, has come to the 
company, following stints at game publisher 
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Ubisoft and special effects house Digital Domain. 
Just as Skyline, which was first publicly shown 
in an animation demo at the Game Developer 
Conference, is an attempt to bridge that gap, so 
his career has been spent working across it. 

“Based on my experience working on 
Assassin's Creed, the artist makes these lovely 
character animation clips, which need to be 
assembled into blend trees and combined with 
physics and IK,” says Mazerolle, explaining 
how animation works in the traditional game 
development process. 


“By the time the programmer has stitched 
everything together and the artist gets a chance 
to see the integration in the game engine...” 

He pauses. “This is where we start what I call 
“pointing the finger of blame 

Not only can this phenomenon be detrimental 
to team morale, it's also a key obstacle to 
the final quality — not to mention production 
efficiency — and hence a drain in terms of 
overall cost and timeframe. 

“The challenge is providing transparency in 
terms of how different elements work together,” 
Mazerolle says. “The artist doesn't have visibility 
of how the programmer is modifying his 
animations, and the programmer doesn’t have 
visibility of the artistic intention. With Skyline, 
we want to bridge this situation so the artist 
can see changes instantaneously, but also to 
create feedback that enables the game engine 
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Edit Create D 


Maya, Project 
Skyline 


Customer or 3rd 
party solutions 


Autodesk 
solution 


Project Skyline hopes to replace the iterative 
asset creation process with a closed loop system 
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to talk back to our tools. Being able to see what's 
going on within the runtime environment, the 
interaction with elements such as game lo; 
and Al that the content creation tool doe 
create, is the key innovation for Skyline. It’s 
a really powerful 

As with many technological innovation 
it's this point of intersection and interaction 
between two previ parate areas that 
could change everything; and a sweet spot 
Autodesk feels it's uniquely placed to 


BaseaAnimation® 


“We care about game development as a 
holistic process, and one that involves 


Mathieu Mazerolle, project manager 


While the demo only dealt with animation, 
Project Skyline’s ultimate goal is to handle all 
elements of the development process, 

“This is an issue that people in the games 
industry are familiar with on a day-to-day 
level, but they don't have a lot of time to solve 
it,” Mazerolle suggests. “But it is logical for 
Autodesk. If we were lazy, we would go on 
making tools for artists and not worry about the 
programmers and level designers, but the reality 
is we care about game development as a holistic 
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process, and one that i 
[only] create polygo 
The underlying framework to Skyline is a 
node-based visual programming environment, 
coden: influenced by Softimage’s 
ICE (Interactive Creative Environment) 
technology, although that influence is described 
as being more of a brain trust than actual code. 
in a lot of the workflow 
coup a lot of work 
the conceptual level, which is why we're been 


Wolves people who don't 


Project Skyline PRE-VIZ & 


a 
yy : 


+ Demonstrating the power of 
real-time interaction, this screen 
shows the ability to modify a 
‘source animation in the left-hand 
window while the game is live; 
the results immediately show in 
the right-hand window 


# With the character 
running in the game 
window, a new animation 
is added to the Project 
Skyline blend tree 


able to move really quickly on this project,” 
Mazerolle says of ICE. “The 
building a system such as ICE ar 

‘ou learn about how people work with visual 
programming in general.” 


That Vision thing 

It was a similar situation in terms of choosing 

a game engine to integrate into. Autodesk could 

have built its own, which would have been easier 

in terms of creating dedicated hooks, but instead 
an provider Trinig :s-platform 


ne. The point to prove was that the 


“We used Vision as a black box solution, without 
any modifications, which wasn't always easy. 
“But the reason we held ourselves to that 


ent of our customers use custom-built engine: 
so you have to ensure you provide the right 
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# As wellas being used for 20 
Flash development, Scalefarm 
also provides high-end 30 Ut 
and, as shown, is integfat 
with Epic's UnreatEngine 3. 


Ag og 


pieces, and that you don’t have too many wires 


sticking out 


Running Skyline in Maya was another 


pragmatic choice to get up and running quick 
orts and tools that we 


“We needed a UI, vie 


people get excited, the first thing they want to 
know is ‘When can I have it? 


A Marc Stevens, vice president of games 


were familiar with. Maya is the most open 
platform. It's not an anti-Max thing,” he sa 
Yet for all the excitement following the Gi 


een to point out that 
The level 
of excitement took me by surprise, and when 


¢ Skyline is in its earli 
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deliberate. We take it in small stages and make it 
transparent, and get people to kick the ty 
we're currently at step one. 

Indeed, Mazerolle expects plenty of changes, 
perhaps even fundamental ones, before 
Project Skyline loses its prototype status and, 
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THE SCALEFORM FACTOR 
ACQUISITIONS HELP PREPARE AUTC 
AN ADVANCE INTO TI 


Like many large, well-funded companies, 
Autodesk has made the most of its resources 
in terms of acquisitions. But while Softimage 
and Alias were deals done for competitive 
advantage, more recent purchases such 

as French AI company Kynagon, Swedish 
rendering outfit Tluminate Labs and now US 
user interface tools provider Scaleform have 
been about expertise, 

“t's about Autodesk wanting to get into 
the middleware space. We didn’t have direct 
‘experience of integrating with the technology 
or supporting customers,” explains Marc 
Stevens, vice president of games. "There 
are two big trends happening. In console 
development, the budgets keep growing, 
the requirements get higher, and people are 
struggling to make titles in a cost-effective 
way. Conversely, there's a boom in the 
handheld and mobile space. It has a different 
dynamic; small budgets and 2D games.” 

In this respect, the acquisition of Scaleform, 
which has been used in over 800 games, plays 
well to both parts of the market. It’s been 
integrated into Epic's popular Unreal Engine 3 
middleware as the default UI engine, as well as 
being used to make complete Flash games on 
web and mobile, 

Stevens is particular keen on the 
opportunity provided by the latter. “With 
Scaleform, we can provide smaller developers 
with 2D tools now, introducing them to 3D over 
time. It’s a better option than coming right out 
with a 3D solution," he says. "That's way too 
big a leap for many of these studios. They're 
a new class of customer for us, but Scaleform 
has the expertise and relationships to help us 
get to where we want to go aver time.” 


presumably, its codename. “You shouldn't have 
any sacred cows when you're trying to build a 
good architecture,” Mazerolle says. “The ultimate 
test is always the customer. No matter how well 
you build the foundations — and we've built 
strong foundations ~ I think once this gets into 
the hands of users, we're bound to change our 
assumptions. We're prepared for tha 


Still, at this stage of the pro‘ 
Skyline was to fire 
plle enthuses. 
ing for me. 
it will be going after 
animation is good in terms of our next ste 
although it might be years off. It’s good to stir 


er problems is where Skyline becomes more 


than a little project. If we're on the right tra 
it's something Autodesk can have faith in.” @ 
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Professional Performance 


Visualisation Specialist Spec Visualisation Pro Spec 


* Intel(R) Core i7 6C CPU + WS Enhanced Intel(R) Core i7 CPU 
+ 12GB (3x 4GB) DDR3 Memory * 24GB (6x 4GB} DDR3 Memory 

* NVIDIA Quadro 5000 GPU * NVIDIA Quadro 5000 GPU 

* NVIDIA Tesla C2050 GPU * 2x NVIDIA Tesla C2050 GPUs 

+ 17TB Hard Disk Drive * 120GB Solid State Hard Drive 

* MS Windows 7 Pro 64Bit * 21B Data Storage Hard Drive 


* MS Windows 7 Pro 64Bit 


The visualisation specialist wanting The visualisation expert needing the 
to increase the performance of iray fastest possible iray results 

Delivers up to 10x iray speed up over Delivers a blazing +20x iray speed up 
oO quad core CPU over a quad core CPU 


CHECK OUT THE PERFORMANCE INCREASE 
YOU GET WHEN USING NVIDIA GPUs 


3DS MAX IRAY RENDERING BENCHMARK? Key to our latest Workstation performance Is the NVIDIA 
Quadro® graphics and Tesla GPUs from PNY. These offer 
ues aunique computing experience that harnesses CUDA 
processing cores for tasks other than traditional 3D graphics 


12.47 
2 : 
. 933 10.55 acceleration. 
The iray renderer for 3ds Max! and Adobe applications 
8 like the 64-bit Mercury Playback Engine (found in Premiere 
6.69 Pro & After Effects CS5) can benefit with significant 
q performance advantages. 
4 3.39 NVIDIA Quadro® from PNY lets you dial up the complexity 
a Q 


of your designs, visualise them with photo realistic detail, 
and deliver higher quality results in less time. Users can enjoy 
substantial speed increases on multiple Quadro® GPUs, 
combining massive processing power and larger memory 
to dramatically decrease the time to photo realistic results 
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Workstation Specialists are an award winning 

professional computer workstation manufacturer. 

Having worked directly with creative users for over 20 
* a years they help drive more proficient design teams, 

Specialists through specially configured solutions; built around 

customers precise requirements. 
+44 (0) 800 180 4801 
sales@wksmail.com 


www.workstationspecialists.com 


They can offer unbiased technical advice and direction 
as to the most suitable investment for your needs 


To hear about our exclusive offers 


quote ref: 3 DWi R2 


's~ Acecad Software Ltd. E & OE - Prices exc. VAT & are subject te change without notice. Al rights reserved. Logo & company/praduct names are trademarks 
2011 subscription content required, * 3ds Mex 2011 64-bit on Win 7 64-bit with 8G8 of system memory using a Quadro 4000vs. an Intel Core 2 Quad (@9300}@ 
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@ PRE-VIZ The Filter 


The Filter 


Our pick of the past month's 3D software and 
training resources, ruthlessly stripped of PR 
hyperbole. Visit 3dworldmag.com for more 
product stories and all the breaking news 


CameraMan for Maya 


Relight 


Momentum 2.0 


DEVELOPER: Exocortex 

WHAT IS IT? Update to the high speed multiphysies 

simulation system for Softimage 

WHAT'S NEW? 

+ Simulates everything from rigid and soft bodies to 
plastics, cloth and rope 

+ Bullet simulation library provides real-time results 

+ Deep integration into Softimage, accessed fram 
user-friendly toolbar or via ICE 

+ Solid, stable and production-ready 

THEY SAY: “Exocortex Momentum 2.0 is the most 

versatile real-time multiphysics solver available for 

Softimage. It’s designed to integrate well with both 

Thiago Costa's Lagoa liquids and Syfiex's clath” 

WE SAY: With the holy trinity of Syfiex Cloth, Lagoa 

Multiphysics and now Momentum 2, it's difficult to 

imagine what you can’t simulate in Softimage: the 

sound of competing apps’ jaws dropping, perhaps? 


emRPC4 


DEVELOPER: The 3D Ninja 

WHAT IS IT? App for creating camera animations in 

Maya using an iPhone 4 

MAIN FEATURES: 

+ Control over the X, Y and Z rotation of the camera 

+ Adjust focal length as well as play, pause and 
rewind the timeline using the iPhone 

+ Record co-ord system to keyframes in Maya 

THEY SAY: "CameraMan for Maya allows you ta 

control a 3D camera in Maya using an iPhone 4. It 

lets you create handheld camera effects by using the 

iPhone's gyroscope as a motion capture device” 

WE SAY: An ingenious little gizmo. However it might 

be worth waiting for the first update, which promises 

to add accelerometer support for transiation as well 

as rotation — that will really help to unleash your inner 

James Cameron 

PRICE: TBA 

MORE ONLINE: the3dninja.com 
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DEVELOPER: The Bakery 

WHAT IS IT? High-performance relighting and 

rendering software 

MAIN FEATURES: 

+ Provides interactive relighting at final render quality 

+ Multithreading and caching system limits 
computational overhead 

+ Reyes rendering engine supports ray tracing, 
volume rendering and point cloud illumination 

THEY SAY: “Our software has been designed to 

hone the lighter's workflow. Instead of having a 

3D program coupled with a separate renderer, we 

propose constant interactive visual feedback in the 

rendering engine itself” 

WE SAY: Aimed at the high-end CG industry, this new 

system promises to be a real time-saver — but will 

studios want to switch to a new rendering engine? 

PRICE: On application 

MORE ONLINE: bakery3d.com 


DEVELOPER: Mootzoid 

WHAT IS IT? Update to the ICE point cloud renderer 

for Softimage 

WHAT'S NEW? 

+ Now supports global illumination, ambient 
occlusion, motion blur and depth of field 

+ Improved muitithreading and workflow 

+ Includes emRPC4 custom display host 

THEY SAY: “emRPC is implemented as an ICE nade. 

Even though the node renders the particles in a 

rather primitive way, it can come in handy when 

dealing with many particles because it has one great 

feature: it is fast, so rendering a frame generally anly 

takes a few seconds” 

WE SAY: emRPC4’s output is quite beautiful, and the 

new custom viewer takes the hassle out of tweaking 

settings. One for the VFX and mograph crowd 

PRICE: €99 

MORE ONLINE: moatzoid.com 
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SOFTWARE 


Raylight 
? Interactive skinning plug-in for 3ds, 
Max (2008 and ehve) 

MAIN FEATURES 
+ Dual-quaternion skinning maintains mesh volume 
+ Interactive link between linear and dual quatemmions 
+ Mirror tools to consider blend weight 
+ Control influence by weight painting 
T “Dual-quaternion skinning maintains 
volume a lat better, but it cannot be used alone 
as a general solution. In some situations, you may 
still need to maintain linear skinning — and with 
XrayBlendSkn, you can" 
WE SAY: This looks like a really helpful toal for 
game arimaturs struggling with urwanted mesh 
deformation. The weight painting tools are also well 
thought out, which should ease the frustration of this 
often tedious task 
16 
TNE: raylightgames.com 


SOFTWARE 


Thinkbox Software 
Meshing plug-in for 3ds Max 


. peniais particle data from many different sources, 
as well as objects, NURBS and splines 

+ Particle data is used create iso-surfaces or for 
geometry replacement using various modes 

+ Produces two types of matian blur data depending 
on the type of effect and render being used 

THEY SAY: “Frost is a compound geometry object 

for 3ds Max that can be used to generate a single 

mesh from particles, vertex clouds, objects positions, 

point data files or a combination thereof using 

varius iso-surface or geometry claning techniques” 

W Tfit’s as fast as Thinkbox suggests, then 

this could be a great alternative to external meshing 

systems (such as RealFlow). Italso opens up a whole 

range of distinctive creative possibilities 

$495 

ONLINE: thinkboxsoftware.com 


‘SOFTWARE 


ER: RayFire Studios 

IT? Shatter effect plug-in for 3ds Max 

1AT'S NEW? 

+ Fragments objects faster with Rayfire Fragmenter 
modifier, using 64-bit and multicore support 

+ Secondary fragmentation for realistic results 

+ Custom fragmentation properties for interactive 
demolition depth levels 

+ Voronoi, Wood Splinters and Brick frag types 

THEY SAY: “The RayFire tool gives youthe ability to 

fragment, destroy, demolish, wreck, break down, 

wreak havoc, blow up, burst, detonate, explode and 

do other similar things you have always dreamed of 

de in 3ds Max" 

/ One of the most satisfying things you can 

do in 3D is smash things up. And this new version just 

lets you do it faster and better 

$325 

INE: rayfirestudios.com 
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R: Chaos Group 
HAT IS IT? Extensive update of the industry- 

standard renderer 

AT'S NEW? 

+ V-Ray RT interactive previewer 

+ Faster rendering of dynamic geometry such as fur 
and hair, and subdivision surfaces 

+ Support for Maya fuuids, Substance textures, 

RealFlow .bin files, PTex textures, toon shading 
THEY SAY: "We're very excited to finally release the 
2.0 version of V-Ray for Maya. This release is a huge 
step in the development of our product; the addition 
of interactive rendering on both CPU and GPU is 
especially exciting for us" 

E SAY: Faster, better, more extensible, and with 
support for the latest technologies. This long-awaited 
update looks to be right on the money 
TBA (currently in beta) 

ORE ONLINE: tinyurl.com/vray2 


Lt che (ei 
explores many 

of the toolsin 
Luxology's modo 


Environment 
Creation Using 
modo 


With 16 years of experience under his belt, 
Andras Kavalecz walks through the process 
of creating a still scene in Luxology's mado 


using its madelling, painting and rendering 
features. He begins with the basic layout 
before moving onto the use of proxy 
models to populate a scene and define 
camera positions. The tutorial then covers 
modelling, creating UV maps and texturing 
the final objects before importing them 
Into the scene. The training also highlights 
different kinds of lighting dependent on 
the environment as well as using them to 
separate foregrounds and backgrounds. It 
finally goes on to show the viewer how to 
use volumetric lights and render separate 
passes. If you want to understand how to 
create a scene of medium complexity in 
moda, then look no further. 


PUBLISHER: The Gnomon Workshop 
PRICE: $59 
MORE ONLINE: thegnomonworkshop.com 


Tf you've been 
butchering scenes 
in modo, this new 
training DVD should 
set you straight 
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Part 6 


hen your workstation is your canvas, 
there's always room for more, More 
power, So you can bring your ideas 
to life even more quickly. More 
mobility, so you can work wherever your muse 
takes you. More memory, so you can do more 
things at once. More storage. More connectivity. 
More flexibility 
Allow us to introduce the workstations that 
deliver more of everything. The Dell Precision 
M4600 and M6600 are the world’s most powerful 
15° and 17° mobile workstations. Designed without 
compromise for the most dernanding applications 
and challenging environments, they deliver 
go-anywhere productivity and trully extraordinary 
performance. 
These ones go up to eleven. 


Amplify your productivity 
Don't letits good looks fool you: Dell Precision 
mobile workstations are genuine desktop 
replacements. eliminating the need for a second 
workstation back at base and rnore than powerful 
enough for the most demanding applications end 
projects. From science to medicine, architecture 
to engineering, Dell's mobile powerhouses have 
the power and flexibility to delight even the most 
demanding users 

The second-generation Intel® Core™ i7 
Extreme Edition processors deliver astonishing 
power for the most demanding applications, while 
impressive AMD® or NVIDIA® graphics with up to 
2GB of dedicated memory breeze through the 
toughest 2D and 3D tasks. Four DIMM slots can 
take up to 32GB of 1333MHz RAM or 16GB of 
1600MHz RAM for blistering performance, and 
astonishing 16:9 UltraSharp displays are as vivid as 
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your brightest ideas. 

Thete’s even more to the Dell Precision M4600 
and M6600 than incredible performance. NVIDIA 
Optimus knows when you need high-end 
performance and delivers it effortlessly, switching 
to energy-saving mode when you don’t need full 
power, and AMD Eyefinity technology can support 
up to five displays when docked. There’s an 
extensive range of connection options too, 
including DisplayPort, USB 3.0, VGA, HDM| and 
eSATA 


Maximise your mobility 

Every Dell Precision mobile workstation can be 
configured with enormous storage capacities - up 
to.5TB in the Dell Precision M6600 - enabling 
you to carry all your digital assets with you, and 
you can mix and match traaitional hard disks with 
super-fast solid state storage to boost 
performance without skimping on storage space. 
Optional FIPS certified encryption can keep your 
data secure. and of course RAID storage is 
available too. Easy access removable hard disks 
make it easy to swap between multiple drives, and 
the Fast Response Free Fall Sensor provides 
superb data protection in the event of a fall or 
arop. 

We've made big irnprovements to the little 
things, to0. Built-in array microphones benefit 
from Acoustic Echo Cancellation for headset- 
free VoIP and videocanferencing. ‘Beam 
Forming’ algorithms focus on your voice even in 
noisy environments, while the optional, light 
sensitive Dell Webcam delivers true HD pictures 
and video. There's also an optional backlit 
keyboard that enables you to keep on working in, 
low-light environments. 
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Ease your mind 

We designed aur Precision mobile workstations 
for professionals who demand the utmost 
strength and reliability. We've invested hundreds of 
engineering man-hours and conducted intensive 
testing to optimise the perforrnance and reliability 
‘our workstations in the applications you depend 
‘on, ensuring that you get peak performance and 
rock-solid reliability all day, every day. 

‘Our product supports as impressive as our 
hardware, Dell ProSupport provides 24/7 direct 
access to Dell Expert Centres, next working day 
on-site repair and a single point of contact for 
hardware, software and certified application 
issues, and Collaborative Support assists with 
issues involving third party applications, operating 
systems and firmware. Is it the operating system, 
a driver or a firrnware issue? Let us do the 
diagnosis. You've got better things to do. 


The Dell difference 

Dell Precision Workstations are designed to work 
as hard as you do, We work closely with leading 
Independent Software Vendors (ISVs) to deliver 
unrivalled performance and reliability in the rnost 
demanding environments, and our Dell Precision 
workstations are built specifically for the most 
demanding jobs in creative, engineering and 
architectural design; web design and developrnent, 
photo editing, finance and product design. With the 
latest technology in our scalable servers and 
storage solutions, Dell is the one-source partner to 
match your IT ambitions 


To find out more, please 


visit us at dell.co.uk/precision 
or call us on 0844 444 4155. 
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at www.dell. 
or callus on 


The world’s most powerful 15" mobile workstation with the 
latest, second generation Intel® Core™ i processors. 


Astonishing performance Massive scalability Extreme mobility 

The Dell Precision M4600 is powered by The Dell Precision M6600 has the It’s the little details that make the Dell Precision M4600 such a 

the very latest Intel® Core™ i processors capacity to match its raw mobile marvel. The option to spec a backlit keyboard for low-light 
Processor options include the blisteringly performance, With support for four conditions, The HD, anti-glare, 100% Adobe RGB screen that’s crisp 
fast i7-2920XM Extreme Edition. With high DIMM slots it's good for 32GB of and clear in any environment, The optional stylus and multitouch 
bandwidth DDR RAM and AMD® ar RAM, and its two dedicated drive bays support. ExpressChargeTM rapid charging and exceptional battery 
NVIDIA® graphics with up to 2GB of and additional SSD mini-card scale life. The extensive range of 3G mobile broadband, Bluetooth and 
dedicated memory and multimonitor beyond 1 Terabyte - and they canbe WiFi connectivity, Compatibility with the full range of Dell E-Family 
support it delivers workstation performance configured in RAID Oorlmode for —_accessories. Designed for the most challenging tasks, the Dell 

inva sleek, portable package high performance and redundancy. Precision M4600 is as flexible as you are. 


— www.dellcreativestudio.com 


Powering your IT needs 


Celeron. Celeron inside, Core Inside, Intel Intel Logo, Intel Atom, Intel Atom Inside, Intel Care, Intel Inside Intel Inside Logo, 
Intel vPro, tani ltaniurn Inside, Pentium, Pentium Inside, vPro Inside, Xean, and Xeon Inside are treclematks of Intel Corporation in the US. and/or other countries 
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@ Improve your showreel 


Six ways to... 


Create the 
perfect showreel 


You only get one chance to make a good first 


impression, and you need a pitch-perfect showreel 
to make it count. But what separates the bad, the 


good and the great? Mark Ramshaw finds out 
with the help af some of the CG industry's 
leading talent and recruitment experts 


trat 


Pace yourself 
Bigger isn't always better when it 


02] comes to building a showreel - but 


making a grand entrance works every time 


Timing is everything. It's a cliché, certainly, but one 
that everybody building a showree! would do well 

to remember. While it’s understandable that you'd 
want to cram in as much good material as possible to 
overwhelm a potential employer with your brilliance 
and make sure you show every single one of your 
formidable skill, the harsh truth is that few artists 

~ especially those without real industry experience 
under their belt - will have enough truly great 
material available to put together a strong reel lasting 
more than a couple of minutes. 

"You see far too many animators trying to build 
their own five-minute Avatar, and they end up getting 
so sidetracked by everything else that the actual 
animation becomes the last thing they do,” says 
Andrew Daffy of The House of Curves. “By contrast, 
Talways remember the story of one the guys who 
became a key animator on [the BBC TV series] 
Walking with Dinosaurs, His reel was about a minute- 
and-a-half long, and it was a five second sequence 
that got him hired. All it showed was a stick figure. 

‘Tt was even badly rendered — but the body language 
was so perfectly animated.” 

It's also worth considering showreel duration 
from a studio's perspective. They're likely to receive 
unsolicited reels on a regular basis, and endure 


anavalanche every time a position does actually 
become available. Creating a reel that outstays its 
welcome is not a good way to gain their attention. 

"Don't make a reel that lasts 25 minutes and 
chronicles your entire meteoric rise through the 
ranks of scholastic fame,” says Marco Marenghi of 
Sony Pictures Imageworks. “Animation supervisors 
are paid by the hour, so you could be costing the 
company a lot of money!" 

“Because we have to look at so many reals, we 
would recommend for them to be roughly one-and- 
achalf to two minutes in length," says Claire Anderson 
of The Mill. “We don't even always get all the way 
through, so I'd also say to put your best work at 
the beginning.” 

“When Iwas working in the industry, I would 
give potential showreels just 15 seconds to 
imoress me,” admits Neil Gallagher, senior 
lecturer at the University of Hertfordshire. 
"Tf an artist can't sell themselves properly 
in that space of time, there will be plenty 
of other people who can." 

Gallagher suggests opening with your 
best work and then, just to ensure you ¢ 
don't begin with abangandendwitha 
whimper, close with your second-best piece. 
Beyond that, if your third-favourite piece does 
in any way Icok second-rate, you might want to 
consider whether it really belongs on the reel 
atall. You should only put your best work on 
the showreel and, provided it is tightly edited, 


shorter will always be better than longer,” says Kim 
Baumann Larsen of Placebo Effects and Dimension 
Design. “If your work is great, nothing is better than 
leaving the viewer hungry for more.” 

If in doubt, try to think of each segment in your 
showreel as an advert, where the product being sald 
is you. As Lee Danskin of Escape Studios points out: 
“Commercials are 30 seconds long for a reason. Too 
much longer and they get boring.” 


034 | apwore 


| June 2011 _ 


3dworldmag.cam 


Cie ALCS 
EEECC! 


rit, 


The panel 


Improve your showreel ll 


THANKS TO THE FOLLOWING PROFESSIONAL ARTISTS, RECRUITERS AND EDUCATORS FOR THEIR INVALUABLE INPUT... 


Andrew Daffy 


Co-director, Training development 
The House of Curves director, Escape Studios 


Karl Wickens Pascal Blanche 
Co-Head of 3D Art director, 
Double Negative Jagex 

Stay focused 


102] Never mind the length: when it comes 

to choosing content for your reel, it’s 
all about demonstrating quality in your chosen 
areas of expertise... 


So you've decided on the ideal duration, but there's 
still the question of just what to put on a reel, Do you 
try to sell yourself as a jack-of-all-traces, or do you 
potentially limit your scope by focusing on one or two 
key skills in your repertoire? 

“Tf you're a generalist, you should show the scape 
of your abilities; but if you're a specialist, show 
nothing but the best examples of what you specialise 
in," advises fuelVFX's Andrew Hellen. “If there are 
other things you can manage, perhaps create a 
separate reel for your website or Vimeo page.” 

“At The Mill, we discourage people from trying to 
do too much,” adds Claire Anderson. "We especially 
don’t expect people starting out in the industry to be 
an expert in everything. Instead we look for people 
who show promise, where we can help them to build 
on their skills and experience.” 

Of caurse, the best work you can shaw will often 
have been a collaborative effort, be it a graduation 
project, or ~ more likely for anyone with industry 
experience a series of past projects. Far from being 
a cheat, this can help demonstrate an ability to work 
well with others. Just be sure that you're up front 
about it. "Collaborative efforts are definitely fine; 
after all, almost all professional work is a collaborative 
effort,” says Karl Wickens of Double Negative. “The 
most important thing is for an applicant to be clear 
exactly what they contributed.” 

While the temptation is to focus on finished work 
and maintain the maximum amount of showreel glitz, 
most potential employers welcome sequences that 
demonstrate how scenes were created. “We like to 
see some breakdowns on there, especially if you're 
using live-action footage,” notes Anderson. 

To ensure that these sit comfortably alongside 
the rest of the work, try using screen wipes (which 
ensure running time isn’t adversely affected) and 
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Claire Anderson ‘Trond Greve Andersen 
Talent Manager, Co-owner, MIR Visuals 
The Mill 


Neil Gallagher 

Principal and creative Senior lecturer, 

director, Neoscape University of 
Hertfordshire 


placing the breakdowns in the second heif of the 
reel, once the final shots have worked their magic. 
Logically, sequences that exist purely as technical 
demos should be equally welcome, but some argue 
this depends on your specialisation. "They aften look 
half-finished, which is fine for a technical role, but 
not for an artist,” reckons Lee Danskin. 

For modellers, Kar! Wickens says including 
wireframe overlays can help to demonstrate a 
disciplined approach to topology layout, Neil 
Gallagher suggests aming for around four different 
model types, while those with rigging skills should try 
to show a biped, a quadruped creature and maybe 


Patricia Kung ‘Andrew Hellen 
Senior Recruiter, VFX supervisor, 
Animal Logie fuelVFX 


Marco Marenghi 
Animation supervisor, 
Sony Imageworks 


Founding partner, 
Placebo Effects / 
MD, Dimension Design 


make it too obtrusive. It's harder to decide how best 
to show animation skills, but there are some clear dos 
and don'ts, "You should look to show weight, timing 
and balance, with set pieces that demonstrate broad 
physical mation,” says Marco Marenghi. 

Finally, don't forget that technical skis aren't 
confined to the keyboard. Try to ensure that 
everything on your reel, breakdowns and tech demos 
shows a good understanding of the fundamentals, 
“Make sure you demonstrate a clear knowledge of art 
theory," agrees Gallagher. "A great 3D artist should 
understand composition, colour theory, perspective, 
the rule of thirds, tone, balance and so on." 


66 If you want to be a generalist, you obviously need to 
show you can do it all to a good level, but keep the reel 
short so that you don't overstretch yourself 99 

Andrew Daffy, The House of Curves 


avehicle rig. “Tn the case of riggers and ather tools 
or technical set-up roles, like FX work, it's beneficial 


to show screen capture demonstrating the behaviour 


of controls, as well as finished examples of the 

content generated by the tool,” adds Wickens. 
Pascal Blanche suggests that turnaround or 

simple high-res model stills should be accompanied 

by textures and low-poly versians (to show skills 

in retopology and edge loops). “Then 

the extra bit: create some variations 

on the same model to showcase 

skills of creativity. Think 

upgrades, new gear within the 

same design style. Do all that and you 

will certainly end up on the shortlist." 
Obviously, still mode! shots can 

look a bit dry, and not everyone likes 

tumtables, so don't be afraid to add 

some dynamic camerawork. Just don't 


© Emphasise 
your strengths 
and you'll already 
stand out 
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@ Improve your showreel 


® Alex Jevon's 
showreel DVD 
highlights his 

VEX expertise 


Content is king - but a little 
professionalism in the way you 
present your reel can go a long way 


The ultimate aim of a showreel is to let peaple know 
what youte capable of; but how you structure your 
reel, the level of professionalism you show in its 
presentation, and even the format decisions you 
make can all influence the way your reels received 
by a potential employer. “Good editing is important in 
order to pace the reel,” explains Kim Bauman Larsen, 

The trick, however, lies in making sure slick 
presentation works almast subliminally: it should 
enhance the perceived quality of the content 
without appearing overly flashy or drawing attention 
to itself. “Presentation is important, and attention 
to detail and elegance is great, but this can be 
over-engineered to the point it becames more ofa 
desktop publishing exercise than a showreel,” points 
out Lee Danskin. “Unless you want to be in motion 
graphics, don’t make it same flash edit to a beating 
thrash track." 

Andrew Hellen agrees: "IF you're an editor, then 
sure, cutting style is relevant; otherwise, just stick to 
what youare good at. A reel might have the five-star 
treatment, but if the skill set on shaw is substandard, 
then that will always be evident.” 


| project I created last year to 
ise skills including 3D tracking, which has 
been u in my recent professional work. 


Spent. The one thing I 
iting their reel Is: don’t 
nth or so putting together 
| custom artwork for my 
e response was favourable 
s focussed reels of 


Tt almost immediately landed 
york at Lola Post, where 
@ BBC shows. I'm confident of 


new clients with this reel. 


Di The packaging 
provides all 
relevant work and 
contact details 


a shot breakdown anda showreel weblink - one 
either hosted on Vimeo or a personal website, But 
while it’s fair to say thet the DVD format is on its 
way out, there are still advantages to this format, 

“At Double Negative, we do still request physical 
reels,” says Karl Wickens. “Although there is an 
element of time-saving with online reels, we 
have found that these can get removed, and 
having a physical reel on file means we 
can always refer back further down 
the line.” 

In other words, it pays to 
be ready to cover all bases. Be 
prepared to burn DVDs for those 


Also consider using a cheap or free 
website hosting service to create 
an online home where interested 
parties can also see your reel and 
find out more. The guidelines for 
restrained presentation styles in reels 
apply equally to your site. “Make your 
website as simple as possible, without 
any gimmicks,” advises Lon 
Grohs. "And make sure 
you preofread and spell- 
check. Yes, CG is an art, 
but thisis still a business.” 
The aim is to remove 
any possible barrier between an 


66 Llike to see an artist's range, but there's 
no need to show me everything - just give me 
the top five and make it count. 99 


employer and your work. Stick 
with standard video codecs 
(QuickTime or AVI), keep file 
sizes manageable, and meke sure 
everything works on multiple 
operating systems and browsers. 
Don't give important visitors the 
slightest excuse to dismiss you 


When it comes to choosing exactly how to present 
your showree|, things can be alittle trickier. The 
Mill's Claire Anderson admits that the studio doesn't 
even bother with hard copies any more, Instead, 
applicants are asked to simply to email their CV, 


before they've even seen what 
you can do. 


postal applications, but also make sure you 
have a web presence. Certainly upload your 
reel to Vimeo and YouTube: the additional 

potential fora little extra publicity or being 
‘discovered’ certainly won't hurt any. 


£1 A little bit of individuality 
goes along way: make sure you 
present yourself professionally 
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J Still send the same old reel out to 
everybody? Maybe it’s time to look 
at things from an employer's perspective 


It's great to be enthusiastic about your work, but 
don't forget the aim of a showreel is to sell your skill 
set. Think less about the material you like than about 
what a potential employer is likely to be wowed by. 
Clearly, it pays to do a little research, learning just 
what typically happens to ajob application once it 
arrives in the post or the inbox at a studio. 

Over at Double Negative, for example, each 
submitted reel is initially screened to check for 
updated applications, then sent directly to a senior 
artist with skills relevant to those of the applicant. 
“They assess the reel and decide whether to interview 
or to reject until the applicant has mare experience,” 
says Karl Wickens. "The best reels are passed onto the 
department head to decide when to interview.” 

Impressing a senior artist is obviously the key 
concer, but the first port of call at many studios will 
be a recruiting department, where professionalism 
counts just as much (if not more) as artistic chops. 
“t's important that the candidate has followed the 
instructions of the application process and their 
application is concise and presentable,” says Patricia 
Kung at Animal Logic. “They need to be clear about 
the position they're applying for, and to provide all the 
necessary material: reel, shot breakdown and CV. The 
easier and more relevant the candidate makes it for 
the recruiter and supervisors to review their showreel, 
the better their chances are of being reviewed.” 

There's also the questian of whether to maximise 
impact by tailoring your reel to suit the creative needs 
of the studio and the job being applied for. While 
some might argue that a mismatch between a general 
showreel and a studio's output suggests that the 
artist isn’t right for the studio anyway, many artists 
— particularly those with prior industry experience 
~are likely to have a range of well-honed skills and 
the footage to demonstrate this: they can potentially 
customise their reel to show the right skills for the 
post (such as modelling, rigging or dynamics) as well 
as the right artistic leanings. 

Neil Gallagher believes that reels need to be tailored 
for the kind of job being applied for, but points out 
that things are a little different for graduates, who are 
likely to be vying for entry-level positions. "They need 


& James Kelly's showreel has won him work 
onbrands including Dulux and Eircom, “It’s 
led to opportunities in different aspects of 
CG that I hadn't worked in before,” he says 


to be specialised, but not too specialised, For a 
‘games industry job, three environment models, one 
hard-surface madel and maybe a few assets would 
clearly demonstrate a range of skills and show that 
the applicant could handle most enviranment work.” 
The nature of the work can also dictate a reel's 
balance between final work and breakdowns. For 
posts focusing on the creation of CG stills rather than 
animated content, employers will tend to be more 
concerned about artistic abilities than technical ones, 
"Work method is totally unimportant to us,” admits 
‘Trond Greve Andersen at MIR Visuals. “We don't 
want to see anything that has to do with modelling 
of texturing or matte painting or different passes. 
We simply want to see an impressive end product.” » 


Find out 
what skills your 
potential employer 
wants to see 
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HARRY GLADWIN-GEOGHEGAN, 
JUNIOR TECHNICAL ANIMATOR, 
BLITZ GAMES STUDIOS 


2 | Success story #1 


How did you put your reel together? 
“When I set out to create a rigging 
showreel, I knew I would have to display 
the ability to rig a range of different 
characters. My university course was 3ds 
Max-based at the time, but from industry 
talks and presentations I'd seen, Irealised 
‘the majority used Maya, I started off with 
a bipedal cartoon character I modelled 
myself. There was a wide selection of 
rigging techniques I could explore, such as 
squash and stretch and facial rigging. For 
the other rigs, I wanted something more 
realistic, for which T helpfully had access to 
3D models created by other students.” 


Did you customise the reel to suit the 
needs of Blitz Games Studios? 

“After attending a Blitz open day, it was 
suggested that I would need to aim for 
purely joint-based solutions if I wanted to. 
work in the games industry, so T set about 
doing a joint-based facial rig that appeared 
at the start of my showreel.” 


Was there any one part of the reel 
you think gained you an interview? 

“] managed to portray a range of rigging 
skills and a variety of different techniques 
within my showreel. With rigging not being 
so popular at my university, it was hard to 
seek critique and feedback. As a result I 
ended up putting my rigs up on Creative 
Crash (creativecrash.com) and using the 
feedback to improve them. I was given an 
interview at Blitz, which gave me a chance 
to show what I could do in a work-based 
situation. As well as completing the 
interview task, I provided a joint-based 
facial rig specifically for Blitz. I think it 
impressed them that I took the initiative to 
create something based on their feedback. » 
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@ Improve your showreel 


Success story #2 
BEN CANTOR, 

JUNIOR 3D ARTIST, 
MOVING PICTURE COMPANY 


You studied at Escape Studios. How 
did that help when it came to putting 
your reel together? 

Right from the beginning of the course, 
we started to view other people's work. 
We began to build a clear picture of what 
a successful showreel should look like 

and what kind of subject matter it should 
include. We were shown common pitfalls 
and advised that it’s important to look 

at your showreel from the perspective 

of potential employers. If you're aiming 

to get into commercials, it can be worth 
incorporating a commercially viable project 
within your reel, such as modelling a 
branded vodka bottle, 


What did you put on your reel? 

My reel included an opening shot of my 
name and showreel projected onto the 

Tate Moder, a Mercedes van within a shot, 
a product shot of a bottle of Disaronno 
alcohol (no backplate this time) and a British 
Pullman train carriage within a shot. I chose 
the van because I wanted to demonstrate 
my modelling skills, and the bottle because 
Tloved the texture of the glass — and it was 
a product shot. The opening shot was simply 
a chance to have some fun and demonstrate 
my camera tracking skills. 


In retrospect, is there anything you'd 
do differently? 

I would have planned my pipeline better, 
especially with my first project. I would 
advise keeping it simple. I lost a lot of time 
indulging in a couple of fun projects, playing 
with nCioth simulations and making smoke 
come out of the ground. However, without 
honed TD skills, these kind of projects are 
unlikely to make it onto your reel. It's easy 
to go off at a tangent. 


DThiscamera 
model is from a 
Panasonic project 
for Hecticklectric 
inAmsterdam 


Slick tricks that entice people to play 

your reel are gaining in popularity - 
but can too much gimmickry blind employers 
to your true potential? 


When it comes to strong presentation, the story 
doesn't end with the way that you put your reel 
together. Some creative types like to pay attention 
to the way that a reel is packaged. DVDs placed in 
sweet boxes, submissions wrapped up like Christmas 
presents, packs of postcards featuring stills from the 
reel accompanying the disc... ideas can range fram 
the sober to the most shamelessly eye-catching, 
Tying everything up with a metaphorical bow (or a 
real one, for that matter) is never gaing to disguise 
any shortcornings on the reel itself, but might a littie 
extra sparkle help catch the eye of a recruiter? 
Patricia Kung at Animal Logic isn’t so sure. “Having 
well-presented material is important, as it is a 
reflection of you. However, ultimately it is the quality 
of work on the reel or portfalia. I'd suggast keeping 
things simple rather than doing anything gimmicky. 
It's not that we don't like inventiveness, but 
sometimes there just isn’t enough time or space for 
unnecessary packaging. And recruiters will feel bad if 
they just end up throwing out all the packaging that a 
candidate has spent time putting together.” 


SP-PL 


z 


Kung advocates forgoing creativity in favour of 
practicality. That means remembering to include 
an additional hard copy of your CV if yau chase to 
put it on the DVD, with easy-to-find contact detail. 
“Always include a hard copy breakdown listing of 
each shot from the reel, explaining exactly what 
you contributed,” notes Karl Wickens. Remember 
to clearly label your disc, just in case it does get 
separated from the other paraphemalia you submit. 
Don't go using sticky labels, however. These have a 
habit of coming unstuck and jamming up DVD drives. 
And that realty is no way to make a good impression. 

If you do still feel the need to dress your reel to 
impress, consider instead lavishing your creativity 
onan online presence. By designing your awn 
website, rather than simply using Vimeo or YouTube 
for hosting your content, you'll be able to add a 
little personalised glass without necessarily getting 
in the way of the reel itself, Neil Gallagher suggests 
you still make some use of those online video sites, 
however. “Upload your reel to Vimeo or YouTube and 
put that on your website, rather than trying to stream 
a QuickTime yourself. That way, you don't have to 
handle the bulk af the bandwidth and risk running 
out. You can always offer a downloadable QuickTime 
for those who want to keep a copy." 

With your own, purpose-built website, the practical 
stuff such as your CV, contact details and useful links 
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Improve your showreel ll 


My showreel: Maxim Fleury, 

freelance character supervisor 

‘Whenever I make new reels, I like to include 

something personal. In this case it was an - 

Akira bike (with Kaneda) and a spider-bot ~ ~ 

doing the dribble. T had done both as an . 

exercise in modelling, texturing and shading. 
75 @1t took about a manth te make this 

showreel. It's a lot of work to do in-betweer 

work, kids and life. T always enjoy it, though, 

and it makes me review my work, I feel this 

one is a bit long and maybe more focused on 

visual effects than modelling, 

“The shots that seem to get the mo 
mentions (or get me the most jobs! 


to be the little elves with green wint 
di 


Success story #3 
OWEN MCGONIGLE, 
MATCHMOVE ARTIST, 
DOUBLE NEGATIVE 


How did you end up working 
at Double Negative? 

Shortly after graduating, I was offered a 
runner position at The Mill. This experience 
helped me gain a better understanding of 
the VFX pipeline and production practices. 
Shortly after, I was contacted by Double 
Negative with a junior artist offer based on 
my showreel, which I gratefully accepted. 
Since joining, I've been working as a 
matchmove artist on John Carter of Mars. 


[i The GGelves appearina 
Bijenkorf commercial created at 
The Ambassadors, Amsterdam 


What approach did you take 
with your showreel? 

I showed how my graduate film progressed 
from initial concept sketches to final 
renders. This way I could show how the 
project evolved from my traditional art skills 
into CG animation. Wireframe turnarounds 
revealed low-poly meshes and demonstrated 
my knowledge of topology for animation, 
Shot breakdowns revealed how the final 
shots were composited together using 
multiple render layers. I also included some 
life drawing to show my traditional skills. 


If you want to be an animator, there's 
little point showing your shader skills 


can sit happily alongside fancier things, such as stils 
galleries (including renderings from the reel at higher 
resolution, before and after images and nan-CG art) 
shot breakdown explanations (perhaps even with 
image annotations), and site design that reflects your 


Was there any one aspect of your 
showreel that Double Negative 
responded ta? 


rellags.com - Free Magazines Download) ty TTPO 


B —ownartstic leanings. “If you have avery technical 4 Don't let Because several of us had organised a group 
bias, it allows you to put scripts, plug-ins and gimmickry distract | visit to Double Negative, we were fortunate 
examples online for potential employers to look at,” _from the message oJ enough to be able to present showreels 
suggests Lee Danskin you want to give personally to Karl Wickens and Vic Rogers. 

Just be sure not to make any website so unwieldy “4 They were interested in my illustrative style 
that it becomes difficult to navigate or takes too long \ and how that translated into my CG work. 
to load. And remember that an air of professionalism 
is still a must, whatever material you chaoso to Any advice for other artists? 
offer on your site. “Websites that are quickly thrown Go for quality over quantity. A showreel 
together or out of date are never acceptable,” doesn’t have to be long and should consist 
cautions Danskin. "Good websites should be mature of only your best work. Also, having some 
and business-like, rather than soapboxes for traditional drawings or paintings will help to. 
whatever you feel ike ranting about.” E convey your individual style as an artist. 
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@ Showreels 


Our showreel: Assembly Studios 
Ross Cunningham, creative director, says: 
“The Assembly Studios showreel is a key tool 
for winning work. It's hard to qualify precisely 
which jobs are won directly from its impact; 
but we regularly play it at client pitches, and 
it acts as a fantastic-ice breaker. Although 
we set out to do something new with every 
opportunity, many clients like the peace of 
mind that you've successfully completed 
‘something similar. We cut the production in 
two days, and we update it every six months 
or so to keep it fresh and relevant.” 
‘assemblystudios.co.uk 


Watch the 
showreel at 
3dworldmag 

.com/reel 


kind of work that invariably recycles the sarne 
themes, reference points and artistic styles. When 
the industry is rife with similar-loaking C6-animated 
cartoons, identikit CG monsters and rather samey 
high-res architectural wonders, just how do you 
prove you can fallow the crawd and put a new spin 
on things? 

Andrew Daffy says it’s not always the subject 
matter you pick that matters, but how you choose 
to treat it in your work, “There's nothing wrang with 
putting a dragon on your showreel, so long as it has 
an original design or looks like it stepped straight out 
of a Harry Potter movie. The work can’t look at all 
corny. It needs to be quite sophisticated, or at least 
handled realy well” 


Stay focused 
In anarea rife with clichés, just 


how does an artist create showreel 
material that stands out from the crowd? 


There's a simple dilemma facing any artist looking 
to make an attention-grabbing showreel. On the 
one hand, there's aneed to show some artistry and 
originality. On the other, there's a desire to show that 
you can tackle the kind of work that professionals 
are likely to deal with on a day-to-day basis - the 


1 Ifyou can'tresist 
familiar themes, try 
to find anew twist on 
them for yourree! 


nes Downioad ty Thus P 
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This is perhaps the biggest challenge. It’s not the use 
of stock creatures or scenarios that’s wrong per se, 
more that limiting yourself in this way means you're 
going to be compared to every other similar model 
or sequence that the recruitment team have ever 
seen. "It's best if you avoid the clichéd things, such 
as ores, space marines, ninjas and anything taken 
directly from Star Wars or the Pixar films," advises 
Neil Gallagher. "And if youare going to madel a car, 
then at least choose a model that doesn't feature 
in every other showree', like the modellers’ beloved 
‘Audi TT does." 

Artists pitching for work in the arch-viz or gaming 
industries arguably have the toughest challenge of 
allin finding the balance between standing out and 
fitting in. Architecture is necessarily a field where 
forms and room configurations are almost always 
familiar, As Lon Grohs says; "If you're going to show 
me yet anather kitchen, living room ar bathroom, it 
had better be spectacular!" 

The gaming industry, meanwhile, pretty much 
thrives on cliché. Certainly, some games developers 
are working to push the artistic boundaries, but with 
most games stil bought by adolescent males, there's 
still a surprisingly large number of artists out there 
called upon to deal in those aforementioned orcs, 
space marines and ninjas. 

Sometimes it's not even standard industry clichés 

that applicants must try to avoid, so much as 
over-familiar showreel concepts, “T've seen 
far too many reels with characters 
sitting down at a table just talking,” 
admits Marco Marenghi at Sany 
Imageworks. “Sure, there's 


3dworldmag.cam 


Assembly's film 
for Ian Simpson 
Architects 
showcases its 
arch-viz work 


£1 Assembly's promo for 
Birmingham's Rotunda 
development combines 
arch-viz and animation 


Start with the best piece, end with the second 
best. Youre only as good as the weakest piece in your 
showreel, so make sure that it's still very good 


some nice acting subtleties and nuances, but I'm 
more likely to show interest in an artist that has 
attempted a difficult piece lke running, jumping and 
climbing than an artist that solely concentrates on 
acting pieces.” 

When it cames to displaying madeling work, Lee 
Danskin says two key bugbears are showing stills 
against a black background and using turntables. 
“When has there ever been an advert that used a 
turntable? They don't work and it isn't creative.” 

“Tfit's something that's been done a thousand 
times before, yau need to find same way of 


presenting it so thatit appears fresh and interesting,” 
concludes Gallagher. “The ideal showree! should be 
technically impressive, artistically stunning, and so 
entertaining that people who view it will actually go 
and forward it to their friends and colleagues.” 

And if you can manage that, then who knows, it 
may just be that the recruiters are the ares who get 
in touch with you. @ 


For more over-used ideas to avoid - or at least find 
2 way to re-invent ~ check out the 3D World A-Z of 
Clichés at 3dworldmag n/c Ps 


Showreels Hf 


TOP FIVE DOS 
ANDDON'TS €& 


QUICK TIPS FOR CRAFTING 
THE IDEAL SHOWREEL 


for] “A good showreel is no longer than 
two or three minutes, with all your best work 
says Patricia Kung. 


‘ccus on your talents 
{02) “An entertaining reel piques your 
interest and provides a glimpse of the 
applicant's personality, but you still need to 
be able to evaluate the artist's skills," says 
Lon Grohs. 


© “"In the case of group work, it's 
important to explain what the student 
has created," says Neil Gallagher. “Either 
indicate this in the video when there are 
group pieces, or provide a breakdown as a 
PDF or Word document.” 


‘ow your work 

“Provide a shot breakdown, showing 
what your contribution was and the 
software used," says Patricia Kung. “If 
you're applying for a technical role, it shows 
you have a good creative eye too,” 


“Some people don't even know what job 
they're applying for,” says Trond Greve 
Anderson, "There's not much point in a 
studio like ours looking at models of orcs.” 


nung up on new te 
@ “It’s not the technique you use that 
matters: it’s the final result, and whether it 
works and looks good,” says Lee Danskin. 


(02) “Don't worry too much about editing 
your shots to music. Reels are reviewed 
without the music the majority of the time,’" 
says Karl Wickens. 
(03) je clichéd or offensiv 

“Be wary of the obvious bad stuff, 
including anatomically enhanced characters 
of any description (normally elves), cars and 
motorbikes that are shiny and new, guns and 
robots built with generic spheres and tubes 
with a shiny shader,” says Lee Danskin. 


(04) “Don't spend too much time making 
your packaging look better than what's on 
the reelitself,” advises Marco Marenghi. 


(05) “Don't get attached to material that 

ultimately doesn’t showcase your best 

work, even though you have an emotional 

attachment to it” stresses Patricia Kung. 
GTC ECECGT 
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@ PRIZE DRAW Win a WS1410 workstation 


Turbocharge your 3D creativity with this powerful workstation, 
featuring a professional graphics card from AMD! 


or this prize draw, Workstation Specialists 
 F | and AMD have joined forces to provide 

astunning graphics workstation for one 
lucky 3D Worid reader. Powered by the latest Intel 
Sandy Bridge quad-core processors and boasting 
an ATI FirePro V7800 GPU, this WS1410 system 
is ideally suited to 3D content generation. Whether 
you do basic modeling and rendering, visual effects, 
video editing, motion graphics or high-end CAD, the 
WS1410 will take modelling, animating, rendering 
and other key CG tasks in its stride. 


How to enter 


This issue, we're giving away one Workstation 
Specialist WS1410 3D workstation with an ATI 
FirePro V7800 GPU. To enter, simply fill in our 
online entry form at futurecomps.co.uk/ 
TDW143ws1410. One lucky winner will be 
chosen at random after the closing date, which 
is 1 August 2011. 


Terms and conditions apply; these are available 
at the above website addre: 


With the Core i7 CPU as the brains of the aperation, 
the heart of this machine is the ATI FirePro V7800 
2GB GPU, with 1,440 stream processors for stunning 
performance when using OpenCL-accelerated 
apos. The V7800 provides 4.5 times the computing 
capability of the previous generation of GPU, and 
with ATI's Eyefinity technology en board, you can 
drive three separate displays ~ the equivalent of over 
12 milion pixels! 

Workstation Specialists is an award-winning 
professional graphics workstation manufacturer. 


Workstation Specialists 


WS1410 workstation 


+ Intel Core i7 2600 quad-core 

+ 8GB high-speed DDR3 MV Aemory 

+ ATI FirePro 7800 208 high 

+ 1B high-performance hard 

= 24x DVD-RW drive 2 

+ 1x Gigabit Ethernet netwe 
(R045) 

+ 2x IEEEL394a FireWire 4¢ 

+ 10x USB 2.0 ports as 

+ High-definition audio ports - 

+» USB keyboard and mou: os 

+ Microsoft Windows 7 Professiot 

+ 36-month full parts & labour sj 
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Having worked directly with professional 3D 

artists for over 20 years, it offers a wide variety of 
computer hardware solutions (desktop, mobile and 
rackmount) that help enhance your creativity and 
drive more proficient workflows. With products 
specially configured around customers’ precise 
requirements - whether it be software, project or 
budget ~ Workstation Specialists can offer unbiased 
technical advice and direction to help you find the 
most suitable investment for your needs, 


3dworldmag.cam 


Win a WS1410 workstation PRIZE DRAW 


© David Penfound's 
demanding workflow 
relies on the power of 
ATI graphics cards 


David Penfound creates huge illu 
in mental ray and compositing in a 
luch of my work inv 
that are pri zie clients want 
more or less 


With tt 
nd reliable, and al jpport multiple monitors. “T us 


monitar, flanked by two 24-inch portrait manitors where all the menus and 
palettes are permanently open. That means that I don't ever have to spend time 
opening, minimising and closing them." 

After using a FireGL card for a number of years, David recently upgraded to 
FirePro. “My i it in AMD technology 
been well worthwhile,” he say 


To enter the prize draw, visit 
futurecomps.co.uk/TDW143ws1410 


ATI FirePro V7800 GPU 
CLOSING 


+ 1,440 stream processors DATE FOR 
+ 256-bit memory interface ENTRIES 
+ 2GB GDDR5 video RAM 
+ 128GB/s bandwidth 1 AUGUST 
+ 2x DisplayPort 
+ 1x Dual-Link DVI 1 
+ Max Resolution: 2,560 x 1,600 @ 60Hz 
+ Supports DirectX 11.0, OpenGL 4.1 and 
Shader Model 5.0 
+ ATI Eyefinity technology supports up to 
three displays 
+ ATI FirePro S400 Synchronization — OI This pro graphics 
Module Support (for framelack/genlock) | card is included 
+ Stream Computing via OpenCL 1.16 F ’ with your prize 
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l@ FEATURE Making the perfect model 


The shape of things: 
understanding topology 


Discover the basics of building meshes that work in any 
situation. Good topology lies at the heart of subdivision 


modelling, says Glen Souther 


‘ou constantly hear the terms ‘edge loops’ or 
ry | *polygon flaw’ in 3D modelling circles. These 

terms are part of mesh topology: how a 3D 
model is created using polygon faces, edges and 
paints, and the right or wrong way to do it. 

One of the best reasons for building a good 
understanding of the subject is when you need to 
pose or animate your model in a 3D package. If the 
topology isn’t good, you can end up with serious 
issues when you subdivide the mesh, try to deform 
it with bones or jaints in a 3D package or try ta put 
it into a 3 game engine. Each of these tasks may 
have different requirements, but if the topology is 
right from the start, you can prevent most issues 
from ever occurring. 

Good geometric topology is one process wit 
the 3D modelling methodology known as subdivision 
surfaces. The history of subdivision modelling goes 
all the way back to the late 1970s. It didn't really 
hit the mainstream until the mid-199Ds, with Pixar 
developing the process further using RenderMan 
and seeing it implemented in Geri’s Game, A Bug's 
Life and Toy Story 2, Software developers started to 
add the algorithms to their packages: Maya, Mirai, 
3ds Max, LightWave and a whole host of programs 
were getting NURBS (non-uniform rational 
B-s 8) or offering their own implementation 
of subdivision surfaces. 

The basic idea behind subdivision modelling is 
that you use a low-polygon cantrol cage to drive a 


course, you can build the model with accurate 
topology in the first place, building up good 

edge and face loops and by using a set of basic 
subdivision modelling rules. This can be done with 
box madelling, point-by-point or extrude-edge 
modelling, for example. 

The second method is to build or sculpt a high- 
density mesh using sculpting tools in a program like 
Mudbox or ZBrush (or have a maquette scanned 
in), then take it into a 3D package that allows you 


66 If the topology isn’t good, you can end up 
with serious issues when you subdivide the 
mesh or try to deform it with bones or joints 99 


subdivided version of itself. This gives the computer 
less to do graphically and enables you to create 
‘smooth organic shapes that can be deformed with 
ease. From subdivision surfaces come the flow of 
polygons (edge loaps or face loops, far example) 
and the term geometric topolagy. 


WAYS TO MODEL 
There are several ways to create 3D polygonal 
models with good underlying topology, First, of 
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to retopalogise the mesh. This frees you to focus on 
creativity and form while you sculpt, then focus on 
technical precision afterwards. 

In recent years, ather ways to generate polygon 
meshes have emerged. Pixalagic, for example, has 
introduced a process in ZBrush called ZSpheres that 
uses editable spheres: when strung together with 
connectors, they enable you to build up a ZSphere 
frame that can be switched to polygons. When the 
frame is ready, it can be converted toatrue > 


ignore it at your perill 


© Modelling only with four-sided polygons means 
fewer potential problems when you animate or pose 
your model later on 


© Subdivision uses simple shapes to represent more 
complex forms, enabling you to build and render 
complex forms without taxing your computer 
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EO TUTORIAL 
Follow Glen's workflow 
with his video at the 
3D World website 

ima 143 


A big part of proper 
topology is having good 
polygon flow all the way 
around the model 


June 2011 | 3oworto | 045 


3dworldmag.com 


idly True POF format 


Magazines D 


Storelags.com 


@ FEATURE Making the perfect model 


Successful topology relies on achieving a good 
polygon flow, where faces form loops that follow 
the model's form in a logical way 


polygonal mesh. 3D modellers work in different 
ways and affect topology differently, and you 
need to understand where and when to use each 
method to the best advantage. 


THE DNA OF SUBDIVISION 

Subdivision surface models are built up with faces, 
edges and vertices that create the averall farm 
and smocthed out using subdivision algorithms 

if needed. Hard-surface modalling relies less on 
this, but as an organic modeler, you should fully 
understand subdivision principles. 

Try to build your model using only four-sided 
polygons, or quads. During the modelling process, 
you inevitably create three sided polygons (tris) and 
more than four-sided polygons (n-gons). As you 
finish a section of « character model, try to end up 
with no n-gons and the bare minimum of triangles. 
‘Some jobs allow you to use triangles - but if you 
learn to model using only quads, 
you'll be better prepared for the 
harder tasks. There is nothing 


1 Get into the habit of 
colouring the key loops in 
your model structure for 
better comprehension 


worse than finishing a model with a limited polygon 
‘count and finding out that you have a single triangle 
at the end of a finger. n-gons are easy to remove: 
they will always reduce dawn to a number of quads, 
or toa quad and a triangle, So never leave them in 
your madel! 

Tf you use anly quads, you generally knaw haw 
your mesh will look throughaut the production 
process to come. If you have a mix of triangles 
and quads, the mesh may have issues when you 
subdivide or at render time. It can lead to unsightly 
pinching at certain points on your model or artifacts 
when you render, for example. 

Even if you use quads throughout your model, 
there are stil some risks. Where more than four 
edges come together at a point, you can get a 


mesh should deform that way too. Wherever you 
have joints thet will deform or bend, aim to keep 

the polygons flowing araund them. Knees, elbows, 
ankles and wrists are all fairly straightforward: 

each is generally just a tube, which by its nature is 
made up of good laops. However, once you get into 
shoukler joints, the pelvis, wings, claws and so on, 
you need to plan topology in a little more detail. 

Tf you're modelling a basic toy-like character and 
you want to model the arm coming off the shoulder, 
it can be made up from a simple extrusion out to 
the side. When that model is an anatomically correct 
shouller joint with biceps and triceps, the planning 
is a little more complicated. The muscle groups must 
flow together correctly, but the muscles need to 
allow you to bend the arm down without issues. 


66 If you use only quads, you generally know 
how your mesh will look in the production 


process to come 99 


pole. These are inevitable, but you shauld be aware 
of where they end up. A pole on the flat part of 

a cheek, for example, shouldn't cause too many 
issues for you. If that same pole ended up on the 
fold of the cheek, though, you could end up with 
problems later on. Try and avoid poles with more 
than five edges coming into them: they can be very 
unpredictable at render time. 

Topology also affects your UV maps for texturing 
Take a look at a well-laid-out UV map: you will see 
clearly defined edge loops that travel around the 
model. Good edge loops and therefore better UV 
maps allow for better texture painting. Seams on 
the texture map become more logical, and you can 
paint along the flow of the polygons and match to. 
muscle groups. 

A big part of proper topology is having good 
polygon flow around the model. Polygon loops are 
used in all subdivision modelling, but are mare often 
associated with creatures and characters. When 
creating a head model, you would model face loops 
around the eyes, the mouth, the jaw line and so 
on If the face loops flow around the model in the 
way that the underlying muscle groups work, the 


1 Even the most complex forms can 
start as a simple box - and it helps you 
maintain good topology as you model 
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: [ #1: Box-model a head 


) Get the basics of 
Box-modelling has been around for as long as subdivision your model correct 
modelling. It simply describes a type of modelling where é before you start 
the artist starts to build up the model from a basic foi ue adding detail 
primitive shape, such as a box, Alternatives include ® Load a basic cube. As most 
modelling in small parts, using point-by-point or edge heads are broadly symmetrical, 
extrusion and a reference image ina viewport, Generally, _the process can be sped up if your = 
box modelling is done in the perspective view and modelling package has a symmetry 7 


doesn't always need to have reference imported into the function. Add a few splits around the 
background. Tt's often regarded to as a more organic way _cube and over the top. Now start to 

to model, and can be seen as a bottom-up approach. I’m _refine the cube into'a head shape on ene sand 
using Silo here, but the principles apply broadly. with a neck and shoulder area. n-gond n our mesh as you 


(02) 


Work out where the major face 
loops — eyes, mouth, nostrils, ears 
and jaw line — will be placed in 
your model, Select the faces in the 
mouth area and extrude inward, 
forming a mouth with a full edge 
loop all the way round, To help 
myself understand edge and face 
loops better, I typically colour the 
major loops as I go. 


[03 | 


Add loops in the nostril area in the 
same way as the mouth. You are 
‘only looking to place the relevant 
loops and establish the overall 
form of the model. Try nat to focus 
‘on any detail yet. Using cut, edge- 
deletion, edge-spinning and split 
tools, make sure that the jaw has 
a line of palygons that go from the 
chin, around the side and right up 
to the forehead, and that the loop 
defines the jaw line. 


Extrude out a few polygons to form 
an ear, After about five extrusions, select 
the inner faces, and extrude them inwards 

z to form a concave ear shape. Refine the 
‘S {9 shape at regular intervels. Add loops for 

: the eyes and tweak them into the correct 
[> shape. If you have a reference image to 

{ use, you can import it into the side or front 

viewports and compare your model to the 
image. If you need to adjust the model to 
match, then switch to a transparent mode 
and pull the mesh into shape. 


Create a sphere and rotate it 90 degrees forward. This will 
form the eyeball, Move it into one of the eye sockets. For a four-eyed 
model like this creature, duplicate the sphere and move the copy into 
place in the lower eye socket. Using soft selection or a magnet, pull 

to, , the eye geometry out and around the sphere. Tweak individual points 

\ i, into position to create upper and lower eyelids. Focus on getting a 
nice, rounded upper eyelid and a tight comer. 


Using cut and split 
: tools, add more detail around 
if | z the eyebrows and the nostril 
| | h area. With box modelling, 
\ ¥ try not to leave any n-gons 
} \ or triangles behind as you 
model. You will have to make 
them as part of the process, 
i but try to clean up after 
| yourself. Don’t move onto a 
new area if you have left any 
problems behind. 
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fold that runs down from the nostril and under the corner of the 
mouth, This will require lots of cutting, splitting and deleting. Insome ©) 


madelling packages, you can use spin edge or spin quad ta change = 


polygon flow. If in doubt, delete edges and cut new ones. 


Select the faces inside the mouth area, Colour them a deep red to make 
sure you can easily distinguish them. Extrude the palygans inwards and scale 
them down slightly, then extrude again and scale them up. Tweak the inner 
mouth to make it the correct shape to receive teeth and gums, If needed, 
hide one side of the mesh and adjust the inner mouth to suit. If you mess up 
the centre edges, you can realign them numerically or by scaling them to zero 
on the X axis. 


© rake the guns 
from a box, then extrude 
outwards and backwards like 
a horseshoe. Add horizontal 
splits and smooth the shape, 
then duplicate it for the 
lower set. Using a primitive 
shape, begin to make the 
canines, incisors and molars. 
Move each tooth into place 
and use soft selection to 
position them correctly. 
Tweak as needed. When you 
have a set of teeth made, 
move it into the head and 
scale it correctly. 


Keep tweaking the 
overall mesh until you 
have a smooth head 
shape that matches 
your reference. Keep 
referring to the 
reference image as 
needed, and ensure 
you maintain the 
volume and silhouette. 


048 | sowort | 3une 2011 
Release: StoreMags & FantaMag 


3dworldmag.com 


: ITI #2: Retopologise a sculpture 


Retopologising is the process of 
recreating geometry over the top of an 
existing high-resolution model. If you 
have a model that has been scanned 
digitally and brought into a 3D program 
or is from a sculpting package and is 
made up of millions of polygons, you 
may need to retopologise the mesh 

‘to generate a lower-polygon version, 
with good topology suitable for rigging 
and animation. There are now lots of 
‘software packages that help you do 
this, including ZBrush, Silo, Topogun, 
3D-Coat and Maya. I’m using 3D-Coat 
here, but the principles apply broadly. 


867 Load up the high-frequency model 
using your 3D package’s import function. 
If available, try the auto-retop import 
feature, which is useful if you have a 
dense mesh and just need it to havea 
lower polygon count without getting too 
concerned over accurate tapology. 


Y Starting at the centre of the forehead, add points in a grid shape up 
and towards the back of the head. Try to visualise how you want the polygons 
to flow, and place the points accordingly. When you have the makings of a 
good face loop, go back over the area and make the point into solid polygon 
faces. This will give you a good line of polygons to start from. 


Work your way along the flatter area of the forehead, adding polygons 
in the same way, Where the forehead is indented or creased, try to add in 
more detail. As you work around the forehead, you may need to adjust some 
of the polygons you have already placed for more precise placement, Use a 
brush tool, or move individual vertices for more accuracy. 


After blocking out the bulk of the forehead, begin placing points in a 
loop around the eye. It’s crucial to get the topology correct here, so take your 
time building up concentric circles, then tweak them into position. Make sure 
that the loops flow smoothly around the eye and are evenly spaced. As you 
work out from the centre, you will reach a point where the eye loop meets the 
forehead, Join the two pieces together so you have a single mesh, Tweak the 
vertices so the polygons flow up and over from the eye to the forehead. 


Sdworldmag.cam 


ied 
o If you find that you 
need mare polygons in a 
Particular area, use your 
package's split rings tool. 
This allows you to add a 
of edges across a run of 
polygon faces. This is where 
having good palygon flow 

is crucial, as the split will 
now run along predictable 
lines. Hold the mouse cursor 
over the area running from 
the comer of the eye to the outside edge. A line of edges appears: when you 
click, the polygon loop will be split evenly down the centre. 
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NAF once you have defined the eye and forehead, move onto the nose area, Using your package's 


create quads tool, you can select an existing edge and build a new polygon face with a couple of clicks. 
Repeat the process again and you have another. Keep doing that around the nasal cavity area, creating 
a face loop all the way around and back on itself. Make sure that you create a closed loop and that the 
loop does not turn off into a different direction, 


[Another pawerful taal 
in some retopclogy 
‘toolboxes is the ability 


to create strokes. With this, you can draw lines or 
splines on your mesh and they become the new 
geometry. You can add splines and split the stoke 
you have already laid down. When you're happy 
with your grid, commit the changes and the lines 


become new geometry. This can then be attached 
to the existing mesh. 


(08 ) 


SW The newly created geometry can be exported as anew mesh. 
In the screenshot, you can see how the new topology has accurate 
polygon loops that link all the major facial parts together. 


SEE eee 
Topology jargon 


BACK FACE CULLING 
Where the back of a polygon 
face is made non-visible 


EDGE (or polygon edge 
(One side of a polygan face, 
with a pointat each end, 


EDGE LOOP 
A series of edges connected 
by four edged vertices. At each 
vertex, the loop continues 
along the edge that does not 
border a polygon shared by the 
previous edge 


EXTRUDE 
A.useful tool in mast 30 
‘modelling packages that 

is usually performed ona 
selected face or edge. Itpulls 
new polygon out from the 
parent and creates new faces 
and surrounding geometry as 
aresult 


FACE LOOP 
A sorios of faces bordored by 
‘two edge loops: 

GEOMETRY 
Avirtual plane in 3D space that 
usually takes tho form of a grid 


‘tool that can that slice 
throuigh geometry with a 
straight line 


E (or polygon face) 
‘Acomponent of a polygonal 
‘model that is comprised of 
three or more points and edges 


MANIPULAT 
{An on-screen device for 
‘moving, rotating and scaling a 
solocted object. Tt usually sits 
at the central pivat point of 
an object and has a different 
‘colour for each axis 


N-coNS 
polygon with more than four 
sides, Not all modelling progrems 
‘support n-gons; to make a model 
8s compatible as possible, I's 
best to limit the number of 
‘n-gons used in amodet 


from the centre of a polygon 
face to denote the way the 
polygon Is facing 


PIvor 
‘A point on orinan object that 
acts as a pivotal centre. Ifthe 
‘object is rotated, it revolves 
around the pivot point 


POINT 
‘Another name for vertex: one 
‘component part of a polygon 
face. Points are connected by 
‘edges to make the polygon. 
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POLE (or star) 
‘A vertex that connects four or 
more edges 


POLYGON 
‘A geometric shape generally 
made up of points, edges and 
a face 

RETOPOLOGISE 

Greate a new polygon model 
‘ver the top of a high-polygon 
mesh, with the aim of achieving 
better underlying topology and 
fewer polygons 

Aversion of an extrude 
‘command, which pulls @ 
selected polygon or edge out 
froman existing component 


‘SPLIT POLYGON 
‘Acommand that allows @ 
‘modeller to add new edges 


by dividing polygons, usually 

by clicking on a point or edge 
then moving to another point or 
ledge and clicking again. 


that spits a line of 


Sselacted faces in twa 


Subdivsion modeling enables 
you to create a polygonal 
‘model that acts as @ controller 
containing the structure of the 
smoother, subdivided one, Only 
the smoothed version is taken 
into account at render time 


TOPOLOGY 
The way that polygonal 
‘geometry is created in loops 


TWEAK 


A pracess of manually moving 
vertices around to get them in 


SJ The final 
mesh follows 
the form of the 
original, but with 
better loops for 

% animating 


the correct location te define 
shapes cotrectly, This is one of 
the most often-used processes 
in subdivision modeling 


Appoint in 3D space that, 
along with edges defines the 
perimeter of a polygon face 


WIREFRAME 
How geometry is viewed when 
‘4 model's polygon faces are 
hidden, making the model 
appear as though it's made 

of wire 


Generic names for axes in 30 
space: typically X forieft and 
Fight, ¥ for up and down and Z 
for in and aut. Each 30 package 
has its own way of presenting 
these; a few swap Y and Z from 
the definition glven 


3dworldmag.com 


a 
I 


DIG PAINTING GAME ART DRAWING SKILLS COMICS & MANGA. 


Be 


APRONS I 


i ily. es D 
NG SIA. 
2011 


We're on a worldwide search for the hottest 
young artists and illustrators. 
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Get a FREE copy of PFhoe 


Subscribe to 3D World today and receive a full licence of PFhoe, the 
intuitive match-moving application from The Pixel Farm, worth £49! 


PFhoe takes technology used by experienced 
a) visual effects artists and filmmakers and 

makes it accessible to everybody. With PFhoe 
you can insert CG elements such as characters, 3D 


props, motion graphics and more into live-action 
footage. The only limit is your imagination! 


Powerful, easy and fun! 

PFhoe demystifies match-maving by taking bite-size 
pieces of the incredible technology used in PFTra 
industry-leading match- mover for VFX post- 
from The Pixel Farm, and pravides a simple-to-use, intuitive 
interface for both beginner and professional VFX artists. 
Whether you're new to special effects and want to learn all 
about camera tracking, or you're a professional creative wanting, 

to explore m moving, you should be looking at PFhoe. Once you've 
used it and discovered the world of match-moving, you'll be hooked! 


For more details, please visit 


7 
PFhoe offers 

» Full HD support 

® Automatic lens distortion 
correction system The Pixel Farm, 

® Unique focal length detection system 
Support for 3ds Max, After Effects, 
Animation:Master, Blender, Cinema 4D, 
Combustion, LightWave, Maya, 
Softimage and others 


p 
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PFhoe is available on Windows and Mac OS X 
PFhoe Pro is available on Windows, Mac OS X and Linux ) The Pixel Farm's powerful and accessible visual effects tool PFhoe is yours to 


ed keep when you subscribe to 3D World! Images: The Prototype by Ghostlight.com 


How to subscribe 
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otc Amazing offer 


Great reasons to subscribe | ae OVER $82 


® Get PFhoe, worth £49 

® Save money on the newsstand price 

® Free disc every issue with assets and training 

® Have 3D World delivered direct to your door 
every month and never miss an issue again 

® Stay up to date with 3D World's expert 
analysis and opinions, and see inspiring artwork 


Save money with these fantastic prices 


By Direct Debit: 

® UK £2749 every six months - save 3 

OR 13 issues delivered directly to your door: 

® UK £54.99 - save 30%! @ Europe £82.99 

® US & Canada $124.99 - 382! . j oH 
© Rest of world £89.99 \ we { Makin waves 


OFFER ENDS: 31 AUGUST 2011 


Terms and Conditions 
*Savings compared to buying 13 issues from UK newsstand. ROW a 

19s you wil 
da will be charged in USD. Minim 


available issue, 
download the PFhoe 
ppfhoe.com/forum). No hard 
are available at wovwpthoe.c 


Subscribe online at www.myfavouritemagazines.co.uk/tdwpla 


or call 0844 848 2852 and quote code tdwpla 
US/Canada Subscribe at www.imsnews.com/3dworld-a020 
or call toll-free on 1 800 428 3003 and quote code a020 
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This month’s round up of new commercial 


work includes an army of destructive bugs 
and new housing complex in Singapore 
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1 Project: McDonalds ‘Apple Tree’ 
Studio: Kompost 

The latest McDonalds spot features illustrative 3D animation 
completed by Kampost. Working in collabaration with Duck Studio 
on the storyboarding process, Kompost took on the entire project 
from concept art to final composition. 


The studio encountered many technical challenges in production, 


including the rendering of fur and feathers, creating a natural 
environment and animating the chenging seasons. Using Maya 
2011, RealFiow and Shave and a Haircut, it managed to overcome 
these issues one by one. “In the very first shot, great care had to 
be taken in the rigging for the growth of the tree from just a seed 
to a fully matured apple tree," explains Kompost VFX supervisor 
Kenneth Polonski. “Every small detail of the tree had controls for 
growing, translating, moving and scaling. The placement of every 
branch for each shot was a time-consuming task. The animation of 
hundreds of leaves doesr’t just happen with the click of a button.” 
kompost.tv 
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Projects 


r] Lexus ‘A Beautiful Contradiction’ 
fuelVFX 
Director Matt Murphy and producer Ben Scandrett 
Smith of GoodOil Films approached fuelVFX with the 
brief for this new Lexus spot, designed to showe: 
the car's handling skills. A pre-viz animatic was 
provided by Murphy, which fuelVFX combined with a 
stary reel to determine how many shots would 
require a CG car. The Lexus was built in Maya and 
rendered with Maxwell ta enable seamless transitions 
between real and CG vehicle. The environment and 
platform in the live-action shoot were recreated in 
4D to give artists more contral over the set. 

“4 lot of attention was paid to the edit, and we 
worked closely with the guys at GaodOil to keep it live 
through our production schedule,” says fuels VFX 
supervisor Andrew Hellen. “We continually fed them 
shots to find the right balance between the sports 
mode — where the car maves dynamically, fighting to 
gain control of the platform — then finding a moment 
when the car slows the platform for a beat to switch 
to eco, The Lexus gracefully gains contro, levelling 
the platform for the final few shots.” 


se 
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Ty Project: NFI ‘Be A Dad! 

Studio: Make 

Inan attempt to target people on a more emotional 
level, The National Fatherhood Initiative has 
collaborated with Make for a 60-second spot that 
aims to simply convey its core message. The video 
features four different scenarios of fathers with their 
children, all of whom enter a fantasy land created 
through C6. 

The project was lead by the studio's creative 
director Danny Robashkin and director Mike Nelson, 
who used a combination of 3ds Max, After Effects 
and SynthEyes to realise each scene. "The biggest 
challenge was to overiay the existing backgrounds 
with the fantasy werids created by the kids’ 
imagination,” says Robashkin. "Then we had to 
dissolve them away in an elegant manner. Some 
clever masking and particle effects are really all it 
took to blend between the two.” 
makevisual.com 
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o Terminix ‘Flying Monster’ 
Dvein and Vando Studio 
With the concept of a monster attack established 
by agency Publicis Dallas, Dvein began to explore 
characters it could develop for this new Terminix 
spat. Sticking to its signature organic model designs, 
it passed illustrations over to VFX studio Vando, 
which was then responsible for the whole CS 
element of the project. To achieve the final 
composition, Vando used a combination of Maya, 
ZBrush, V-Ray, Nuke and the DMM plug-in for Maya 
to assist with the simulations. 

“The destruction scenes were the most technically 
difficult parts of the project,” explains Vando CG 
supervisor Javier Leon. “There were many houses 
being destroyed by monsters, and the creatures 
themselves were also pretty complex because of 
displacement maps, shaders, hair and the sheer 
number of them! Nuke provided a solution ta the 
composition of the mary layers that we rendered. 
\V-Ray is a huge step forward in rendering within 
Maya: it makes the whole lighting process easier, 
and it’s also very fast.” 
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[i Project: Canal Odisseia ‘Promo’ 
Studio: Dvein and Vando Studio 

The Spanish and Portuguese documentary channel Odisseia worked 
with Dvein to create a powerful brand using the concept ‘See your 
world differently’. The result was this spat, featuring a complex 3D 
CG periscope. It was designed and modelled by the studio using 
3ds Max and Maya before being passed on to Vando Studio, which 
completed the rig, animation and final compasition. There were 
many challenges involved with this project ~ for example, animating 
the many different parts of the periscope to build the entire 
character and creating the textures far the design. 

“One of the key elements and most challenging parts of the 
project was creating lots of realistic rusty textures,” says Vando CG 
supervisor Javier Leon. "High-resolution pictures were taken of 
real objects because we were super-clase to the periscope. V-Ray 
shaders and lighting were important to achieve the desired look, 
but Photoshop is stil our favourite texture-editing tool,” 
dvein.com, vandostudio.com 
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EI Project: Citroén ‘Dominoes! 
Studio: Psyop 

The new Citron spot features its new model driving 
through different environments that fall tagether 
with a domino-ike effect. Made with a mixture of 
live-action and CG, each domino has a different 
terrain and is linked to the next one by the road and 
the car driving on it. Psyap used Maya, RealFlow and 
FumeFX to achieve the effects, 

The close-ups of the car are mainly live-action 
combined with matte-painted backgrounds; the 
remaining shots are CG, including the snow 
environment. VFX supervisor and 30 lead Chris Sage 
explains: “At the time of the shoot and at the 
location, on the Spanish side of the Pyrenees, it was 
early fal, so there wasn't any place where snow- 
covered mountaintops were accessible. To create the 
diversity of climates we needed to sell the idea of 
these self-contained domino enviranments, we 
combined projected matte paintings with adcitional 
particle and fluid effects to add additional details." 
psyop.tv 


If you would like to see your studio's work 
featured in these pages, email us at the 
address below, including brief technical 
details and at least three print-resolution 
stills, Please note that we can only feature 
commercial projects released to the 
public within the last few months. 
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| Scott Spencer 
takes you from 
base sculpt to 
textured demon 


Yo. ON THE DISC 7 _—«COON THE WEB. 
\\ Scene files for our 3D-Coat More scene files and all this 
( © _ ) tutorial, Fundamentals and issue's videos at the 30 
\ / Questions & Answers World website tothe 


Cinema 4D Maya 
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Create a stormy sea in RealFlow 
Florian Koebisch explains the secrets of 
making large-scale water simulations 


Create a low-poly game weapon 
Phil Nolan presents his workflow for 
modelling and painting game props 


Paint a demonic creature in ZBrush 
Weta's Scott Spencer shows you how 
to craft the perfect skin texture 


Fundamentals 
Explore high dynamic range lighting with 
Michael McCarthy's ongoing series 


Questions and Answers 
Our experts tackle real-warld challenges 
for 3ds Max, Mudbox, modo and more 


Comp a horror movie in Nuke 
Take standard footage and give it 
a survival horror film effect 


Our guarantee of quality 


All of our tutorials are 


from the world's 


leading studios. To ensure their instructions are 
we work through each one ourselves, and you'l find all the 


on the disc or online. If you get stuck, just refer 
provided with most tutorials 


LightWave 
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This scene by Florian 


Koebisch simulates a sea 
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Large-scale simulation in RealFlow 


Create a storm 
sea in RealFlow 


tae Ss -stalé water simulation and interacting with 
-objeets-as Florian Koebisch shows you how_to set up an 


- everal years ago, simulating ocean 
‘swells was a task only the biggest 
studios could handle. Developing” 
fluid Simulation pipelines and getting the 
appropriate hardware was an expensive — 
andstime-consuming endeavour. 
Nowadays, fast multi-core processors and 
off-the-shelf software solutions for fluid 
simulation arevavailable to everyone. \_ 
Without a doubtysimulating large . “a 
bodies of water like ari ocean shore 
with swells still takes tirne and careful 
attention is requifet to end up with the 
kind of simulation you're looking fer. IA 
/ 


this tutorial, youllleamn howto set upa 
large-Scale fluid simulation in RealFlow5, 
using its Hybrido solver, tomake yourself 
familiar with the techniques you need 

fof creating similar animations. We'll also 
cover the process of getting the datainto 
a 3D package for rendering. 

In the first stage, you'll set up a basic 
‘scene in Maya and see why it's important 
to have'some ditches in the ocean 
‘ground plane, Then you will moye over 
to RealFlow, discovering ow to’set up 
a large-scale contairfét With a so-called 
Channel setup and‘haw to have your 


3dworldmag.com/143 


WATCH THE VIDEO TUTORIAL 


Follow Florian's complete workflow 
with the video on the 3D World website 
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: ambitious oceanic animation with the = help of Maya 


emitters produce nice big swells Tn the ~ 
subsequent stages you will add in the 
additional-elements for the simulation: 
Surface displacement, splashes, mist and 


foam: Finally, you will create a. mesh, then 


import all the individual elements into 
Maya and prepare to render them using 
RealFlow Render Kit. 

Keep in mind that fluid simulations can 
be resource-intensive, taking both large 
amounts of processing power as well as. 
hard drive Space. Simulations can take: 
hours depending onyour settings and 
container size: ae 
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Large-scale simulation in RealFlow 


STAGE ONE 


First, you need to plan what you 
want to achieve in the project. I 

was thinking about a pier, shat from 

a helicopter perspective during an 
incoming storm, with swells crashing 
against the pier. For this, Ineed some 
geometry my waves can interact with, 
so I modelled a pier and created a 
ground plane. The ground plane needs 
to have some ditches and knolls to 
create turbulent currents in the fluid 
that’s interacting with it; otherwise 
the acean might look boring. Keep an 
eye on your polygon resolution: the 
more faces your object has, the longer 
the simulation will take. 


onan 


Open the start scene 

In Maya, open startmb from this tutorial’s 
scene files, If you're not using Maya 20111, select File 
> Open Scene > Options box. Tick Ignore Version: 
naw the scene will also open in previous versions of 
Maya. The scene features a pier and a ground plane. 
If you prefer to create your own scene, model to the 
same scale as my scene, 


Create a RealFlow project 

Start RealFlaw and create a new project 
using the Project Management dialog: enter your 
desired Project Name and Location, then click 
Create A New Project. Keep an eye on disk space: 
this simulation will be using about 200GB. Fluid 
simulations typically use large amounts of disk space; 
this one is no different. 


Import the objects 

Import ground.sd via Import > Import 
Object. You'll import the pier as a MultiBody. This 
option is better when dealing with higher-resalution 
geometry, and gives you the opportunity of creating 
a rigid body animation with it, using RealFlow's 
Caronte rigid body dynamics solver. Select Edit > 
‘Add > Object > MuttiBody and select pier.sd. 


Group and rename 

Right-click in the Nodes panel, select 
Add and then untick Add to Global Links, Delete 
everything from the Global Links panel by selecting 
it and pressing [Delete]. Select the objects you 
imported in the previous step, then right-click and 
select Group. Select the group you've just created, 
then right-cick and select Rename; name it SD. 


Export Central 

Rename your per object as MB_Pier, so 
you know it’s a MultiBody. Open the Export Central 
dialog by pressing [F12]. Under Objects, untick 
Animation (*.bdc): since you're not using rigid bodies 
in this simulation, you don’t need RealFlow to write 
a BDC file for every frame simulated, 


Create the wave emitter 

Select the smallest of those newly created 
cubes placed on the far side of the pier, then 
select Grid Fluid Menu > Create Emitter. In the new 


Emitter’s Node Params panel on the right side, the 
selected cube should be listed under Object. If not, 
double-click an Object and select the geometry. 
Rename the emitter as GridFluidEmitter_Wave. 


Create the other emitters 

Create two more emitters: one for each of 
the remaining cubes. Name them GridFluidEmitter_ 
Main for the middle cube and GridFluidEmitter_Rest 
for the cube by the pier. Group the emitters in the 
Nades paneland name the group GF_Emitters. Now 
select GridFluidDomainO1 and drag that into the 
Exclusive Links panel, Drag all the GridFluidEmitters 
‘onto this node in the Exclusive Links panel. 
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Set up the wave emitter 

Select GridFluidemitter_Wave, In the 
Node Params, set Stream to Yes and Jittering to 1.0. 
Right click on Initial Speed and select Open Curve. 
In the Curve Editor window, enter the expression 
6.5*sin(t*1.5)+1.5 into the text field. Change the 
values if you want a different wave in your animation: 
‘the formula is WaveStrength * sin(t * PauseInterval) 
+15. 
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Check for the plug-in 

Next, make sure that the RealFlow plug in 
is active in Maya by checking for realflow.mll under 
Window > Settings/Preferences > Plug-in Manager. 
If it isn't present, you need to download it via portal 
-realflow.com. If you don't own a copy of RealFow5, 
you can get trials of the application and plug-in via 
realflow.com/rf_ty.php. 
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Export the geometry 

Hide the Peer Group by selecting it and 
pressing [Ctri]+[H]. Open the RealFlow shelf, select 
the ground plane and click Setup SD Expart Options 
(second from the left) in the shelf to open the Export 
RealFlow SD dialog. In the File field, click the folder 
icon to open a browser. Browse to your Objects 
folder and name the file ground.sd, then click Export. 
Do likewise with the Pier, but name it piersd, 


rite 


Set the correct scale in RealFlow 
Before importing the geometry into 
RealFlow, youneed to change RealFlow’s scale to 
match Maya's. If you imparted the objects without 
doing so, they would be huge in RealFlaw, making 
it impossible to set up a simulation. One grid unit 
in RealFlow equates to one metre. Click the Scale 
Options buttons in the bottom toolbar and set 
Geometry Scale to 0.5 in the resulting dialog. 


STAGE TWO 


Now that your geometry is in place, 
it's time to set up a Hybrido fluid 
container, create the emitters and 
daemons and do the base simulation. 
You'll set up one emitter on the far 
site of the pier, which will constantly 
emit new fluid inside your container. 
You need something to kill the fluid if 
it has travelled all the way down to the 
opposite site of the emitter: otherwise 
the fluid container would fill up like an 
aquarium. This versatile set-up with a 
constant flow in one direction Is called 
a Channel. You'll also learn a method 
for creating swells in Hybrido. 


Create a Grid Solver 

Select Edit > Add > Grid Fluid > Domain. 
This creates a GridFluidDomainO1 node in the Nodes 
panel as wall as a Grid Fluid container in the viewport. 
Make sure the GridFluidDomain1 node is selected, 
and set it up according to the screenshot. If your 
simulation is running too slow, just delete one zero 
from Resolution. 


Create emission geometry 

Grid Fluids need geometry objects that 
emit fluid: standard RealFiow particle emitters don’t 
work with them. You need one emitter to create 
the waves and two emitters for the rest of the 
ocean. Create three cubes via Edit > Add > Object 
> Cube, then scale and position them according to 
the screenshot. In the Nodes panel, put them in a 
new group called Emission Geometry, 


Set up the other emitters 

The other emitters can be set up according 
to the screenshot; bath can be set up the same. Now 
select each emitter and press [R] to got the rotate 
handle, and rotate each emitter until itis pointing 
horizontally towards the pier. This is important: you 
want all your fluid to flow in the same direction in 
your Channel set-up, 
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Add k Volume Daemons. 

Select Edit > Add > Daemon > k Volume. 
Move the field to a position behind the pier, right 
before the Grid Fluids boundary. In Node Params! 
k Volume section, set Inverse to Yes. Duplicate the 
k Volume by selecting it and pressing [Ctr]+[D]. 
Position that field into the gap behind the wave 
emitter and the ather Grid boundary, 


Add Gravity 

Add a Gravity Daemon via Daemon Menu 
> Gravity. Group the k Volumes and the Gravity 
Daemon under the name Daemons. Drag this under 
the GridFluidDomainO1 node. In the field next to the 
Simulate button, enter a value of 500 (or 200 if you 
don't have much disk space). Click Simulate. Play with 
the values in the GridFluidEmitter_Wave expression 
and with Gravity until you are happy. 
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Large-scale simulation in RealFlow 


STAGE THREE 


Next, you'll add detail to the water 
animation, starting out with 
displacement to create small choppy 
waves on top of the ocean surface, 
You'll also be adding so-called 
Splashes to form the white wave 
crests, as well as some mist for the 
finer droplets and foam on top of the 
water. Displacement, Splash, Mist 
and Foam are all parts of the Hybrido 
concept, so they all interact with 

one another, This means the order in 
which these elements are added to 
the simulation is important. 


Add displacement 

Select GridFLuidDomain0 1 and open the 
Displacement Tab in the Node Params panel, Select 
a frame about in the middle of your animation. 
Enter the vaiues accarding to the screenshot. Then 
open Display > Visible > No: this will accelerate your 
viewport, Select Edit > Add > Mesh > Grid Mesh to 
create a GridMesh node. 


Set up displacement 

In this node, select Shader > Displacement, 
then right-click on GridMeshO1 in the Nodes Panel 
and choose Bui far a preview of the surface 
displacement. Don't worry if the overall mesh isn’t 
appealing: you just need it to preview displacement. 
Enable [F12] > GridDomains > GridFluidDomainO1 > 
Displacement Texture. Detete the mesh node, make 
the Domain visible and re-simulate the whole scene, 


Configure the Mist node 

Select GridFluidMistO1 and set Mist > 
Bounded > Yes, then copy all the other parameters 
from the screenshot. Select Daemon Menu > Noise 
and set Strength to 2, then create another Noise 
Daemon, with Strength set to 1.5 and Scale to 2. 
Rename them to Neise_Mist01. and Noise_Mist02, 
and link them with Gravity under GridFluidMistO. in 
the Exclusive Links, Simulate the Mist, 


Add foam 

Once it's done, select GridFluidMistO1 > 
‘Simulation > Inactive. Now select Grid Fluid Menu > 
Foam to create a foam emitter. Group it under the 
GridFluid group, and connect it to GridFiuicDomainD1 
in the Exclusive Links. Copy the values from the 
screenshot. Create a GridFluidFoamO1 nade in 
Exclusive Links and attach all the k Volumes to it. Do 
not attach any Gravity! Simulate until you are happy. 


STAGE FOUR 


Now that the animation is done, you 
need to get all its elements (Main 
Fluid, Splashes, Mist, Foam) into a 3D 
package: that'll be Maya in this case, 
although the workflow is similar for 
‘other RealFlow-compatible packages. 
Since RealFlow Render Kit 2 provides 
a great set of tools for rendering 
RealFlow scenes, you'll use this to 
prepare the scene for rendering. You'll 
start by creating a Grid Mesh, then 
see how to treat the other elements. 


Create an RFRK2 Mesh Node 
Activate the RFRK shelf and click Mental 
Ray Mesher Object in the middle of that shelf. 
This will open a file browser window. Browse to 
your splash particle's location, select any file from 
that sequence and select Load. Now there is a 
rfrk2Mesh node created, and you can see a rfrk_geo_ 
flowmesher node in the Attribute Editor. You might 
also see some particles in the viewport. 
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Import the Grid Mesh 

In the rfrk_geo_flowmesher node, select 
Sequence > Mute. This will hide the particles, as 
you will use this node primarily for creating a grid 
mesh, Scroll further down and go to BIN Mesh, then 
click on the folder icon. Browse to your Grid Mesh's 
lacation, select any of the BIN files and click Use. 
Tick Insert BIN Mesh: don’t worry if you don’t see 
any geometry in the viewport. 


Import mist 

For rendering Mist, you'll use RFRK2 
Clouds, a volume rendering method. Click on the 
far right icon in the RFRK2 shelf and browse ta 
the Iccation of your Mist files. If you don't see any 
files there, you need to change the file type in the 
browser window from *.bin to *.mte. Make sure to 
render Mist on a separate layer and combine it all 
together in compositing. 
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Cache and splash 

‘Once the simulation is finished, you do 
need to recalculate the grid over and over again, 
Therefore, select GridFluidDomainOl > Node > 
Simulation > Cache. The node will now tun yellow, 
indicating that it's a cached node. Go to GridFluid 
menu > Splash and name the newly created node 
GFSplash_Crest. Scale it asin the screenshot. 


‘Set up the Grid Mesh 

Create a GridMesh node as you did in step 
17 and copy the parameters from the screenshot, 
Select Shader > Snader Type > Displacement ta see 
the displacement with the new mesh. To make the 
displacement move with the mesh, select Texture > 
UVW Mapping > Top projection (Average Velocity). 


3 Final steps 
Now import Foam and Splash, using 

separate rfrk2Mesh nodes. You can add the 
displacement texture by creating a RFRK2 
Displacement Node in Hypershade and piping 
that into the Mental Ray > Custom Shader's 
> Displacement Shader field of the gr 
material's shading group, Set Repeat UV in the 
place2dTexture node, like you did in the Grid Fluid 
Displacernent in RealFiow, but with a negative V 

ue, Create a new RFRK Splash and import the 
Splashes again; set Radius to 0.5 and Density to 
10. Generally, if you cannot see anything when 
rendering a rfrk_cloud, increase Radius Scale to 
0.5 or mare. Import Foam using a new RFRK_2 
meshor; set Radius to 0.08, Polygon Size to 0.025 
and Core to 0,009. Use mental ray for rendering: 
RFRK2 for mental ray won't output anything if you 
use another renderer. Now you can star 
and lighting until you get your desired result, 
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Set it up and simulate 

Enter the values from the screenshot into 
your Splash node. Drag the Splash under your 
GridFiuid group in the Nodes Panel and connect it to 
GridFiuidDomainO1 in the Exclusive Links, Drag a new 
GFSplash_Crest into the Exclusive Links panel: 
it with Gravity and a newly created k Volume, which 
must be scaled to the same size as the GridFluid 
Domain, Reset your scene, then simulate, 


Build the mesh 
Select GFSplash_Crest > Simulation > 
Inactive, then do the same for Mist and Foam: you 
don’t need those for meshing. Step to frame Qin 
the timeline, then save your project. In the Scripts 
far, click the Build Meshes button on the far right 


thing for the whole sequence. 


rile 


Add mist 

Now that the Splash is simulated, set it 
into cache mode. Go to Grid Fluid Menu > Mist and 
put the Mist node into the GridFluid Graup. Link it 
to GridFluidDomainO1 in the Exclusive Links panel. 
Create a Main GridFiuidMistO1 node there and link 
the (cached) Splash node under the Mist node (not 
vice versal). 


Check for RFRK2 in Maya 

As you'll be preparing the scene for 
rendering using RealFiow Render Kit 2, you need 
‘to make sure it’s loaded. In Maya, open the scene 
containing the pier and sea ground. Open Window 
> Settings/ Preferences Plug- in Manager and make 
sure that realflow_renderkit.mll is loaded, If there 
is no such entry, you need to download and install 
RFRK2 via realflow.com/rf_try.php, 
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Modelling and painting in 3D-Coat 


[Using 3D-Coat, you can model 
and texture this weapon, then 
export it ina games-friendly 
format and resolution 
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Games 


FOR 
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one We ame weapon 


Model and paint a weapon for a gaming level or 
animation as Phil Nolan explores the tools and 
workflow of the sculpting package 3D-Coat 


ilgway's 3D-Coat is a capable piece of 
software in which you can create amazing 
assets for games, film or other types 
of media. It’s constantly evolving, with new 
tools added frequently. This tutorial will get you 
started with the basics of creating a game model 
from scratch: you'll build it as a voxel sculpture, 
retopologise it, set up the UV map, paint textures, 
and finally export it to your favourite animation 
program or game engine, The videos that 
‘accompany this tutorial highlight key areas of the 
process to help you develop an efficient workflow 


in this powerful program. WATCH THE VIDEO TUTORIAL 
Extend your 3D-Coat skills with three videos 
Thanks to Jan Cavan (dawghausedesignstudio from Phil Nolan on the 3D World website 


.com) and Pilgway (3d-coat.com) far providing 3dworldmag.com/143 
sample brushes for use with this tutorial. 


Cee ee Scent 
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STAGE ONE 


Whether you're making an alien warrior or a 
simple prop, when you start from scratch in 
3D-Coat you will be in the Voxel room. When 
you work with voxels, you are not manipulating 
the polygonal mesh that you see: you are 
really turning on and off an invisible 3D grid 

of voxels that fill the entire world space. The 
voxels that are turned ‘on’ will be surrounded 
bya triangle mesh. This means that you can 
punch hales directly through the sculpture, 
smooth thin areas away until they disappear, 
and perform Boolean operations like adding 
one object to another or using one to cut 
holes in another. 


Modelling and painting in 3D-Coat 


Voxel primitives 


Avoxel model can be made in several ways, from painting in mid-air to importing objects from 
another program. This project, however, starts as a base madel made fram objects found in 3D-Coat's 
Primitives palette, Click Objects > Primitives in the left sidebar and you will see the primitives you can use listed 
in the Tool Options panel. Press [Enter] to convert a primitive to voxels. When you need more detail, you can. 
increase voxel resolution with the grid icon at the battom of the Vox Tree tab. 


Primitive scale 


When importing a madel or using a primitive, the scale of 


the model determines the initial resolution, Start off small and work 
your way up from there. This way, the model will have the lowest 
possible poly count while keeping the detail you want. If you press 
[Enter] and find that your voxel mesh is not detailed enough, you 
can always undo and scale the primitive shape up same more, then 


press [Enter] again. 


Placing and cutting primitives 

Start placing primitive abjects in position. If you want to Keep them separate 
from each other, place them on separate layers in the Vox Tree. By holding [Ctri], you can 
use primitives to cut shapes out of existing meshes. It helps to load a background image to 
help with placement under the menu Camera > Background > Choose Ref Image for X-Axis. 


Areference image is included with the scene files for this tutorial. 


Tc 


Quick-access brush options 

The Brush Operations panel may well 
become your best friend in 3D-Coat. It’s accessed 
via the icon at the top of the left sidebar or simply 
by pressing [E] . The left-hand tools control stylus 
pressure, while the tools on the right can be used 
to draw shapes. When combined with [Ctrl] and 
the Carve tool, you can cut shapes out of existing 
objects, [Ctri]}+[Shift] will cut away everything 
outside the selection. 
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Shaping the handle 

You can make the basic handle of the gun 
with a stretched-out Cube primitive. Then using 
the Brush Operations tools and the Carve tool with 
[Ctri]+ [Shift] held down, you can cut away from it to 
shape the handle. Smosthing the shape out can be 
done with the Smooth tool or with any of the other 
tools while holding [Shift]. Reducing the resolution 
can help alot with smoothing. 
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Multi-res modelling 

3D-Coat's multi-res system works a little 
differently to other polygonal sculpting programs. You 
can always reduce the resolution, no matter what res 
you started at. Click the Downgrade icon (the hard 
drive) on a Vox Tree layer to reduce it; click again 
to return to high-res. You can adjust the effect via 
\Voxels > Proxy Visualization. This also switches you 
to Surface Mode whichis like poly sculpting; click the 
Restore icon in the same layer to get back to voxels. 
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Modelling and painting in 3D-Coat 


Merging abjects 

Tf you need to make a shape that isn’t included in 
3D-Coat, you can import objects from another 3D program with the 
Merge tool. Click Select Mesh in Merge’s Tool Options to choose the 
object. The shape must be ‘water-tight’, with no holes in it. After 
importing the abject, scaling it sets the resolution that the voxel 
mesh will adopt, which you can see in Tool Options. Press [Enter] to 
make the voxel mesh. 


Curves 

You can use the Curves tool to make the capsule-shaped ridges on the sides of the 
gun. Click to place each node and click the node again to enable a gizmo to adjust it [Esc] 
removes the gizmo or clears the curve. See Too! Options for more adjustment choices. Choose 
the hemisphere profile for rounded ends. When you have it the way you like it, press [Enter] to 
create the voxels. Remember to keep components on separate layers. 


STAGE TWO 


3D-Coat is well-known for its simple yet powerful 
retopology tools. When you're finished with your voxel 
sculpting, you can jump right over to the Retopo room. 
All of your tools are available on the left or by pressing 
[Space]. The Create section has tools that enable you 
to quickly add polygons that automatically stick to the 
surface of the model. 


Placing polys 
For a hard-surfaced model like this one, my 

tools of choice are mostly Quads and Points / Faces. 

The latter enables you to place points precisely where 

you'd like them with the left mouse button. With the 

right button, you can then create polygons between the 

points you've placed. The Quads tao! wil let you select an 

edge and constantly pull new polygons away from it until 

you press [Esc] to drop the selection. 


1 Filling larger areas 

When you need to fill large areas with polys, the 
Strokes tool can make quick work of them. Draw lines with 
it to represent the edges on the poly mesh. Press [Enter] 
to create the mesh. For the barrel, draw strokes across the 
mesh, but start and end the stroke outside in empty space. 
Draw one line down the length and press [Enter] to create 
the entire cylinder. 
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I Symmetry and groups 

Along with the other rooms, the Retopo room can use symmetry 
to mirror your mesh as you work. However, it’s only temporary. To make 
itpermanent, select Retopo > Apply Symmetry (either forall layer or for 
the|current layer). Groups are like layers that Can be tumed on and off to 
hide parts of the mesh while you work, Groups will also become separate 
objects when you move to the Paint room. 
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1 Adjusting the mesh 
As you work, you may fi need to make 
changes to polys you've already laid dawn. The Tweak section has 
tools for creating edge loops and moving the mesh. The Move 
Vertices tool can also be used to weld points together by simply 
dragging one onte another. The Brush tool in the Create section 
can also move points around, but by holding [Shift] it can smooth 
messy mesh. Try holding [Ctrl] with these tools as well. 


1 Unwrapping 
When you've 
finished marking seams, click 
the Unwrap tool and 3D-Coat 
will lay out your polys flat 
in UV space. Check it out in 
the UV Preview panel, and 
make sure that everything 
lonks right. You can go back 
to adjust your seams further, 
then click Unwrap again. 


STAGE THREE 


Start painting 

In the Paint room, you'll handle painting all of the textures and 
finer details that you didn't sculpt in the Voxel room. This is the 
oldest part of 3D-Coat, so you'll find a lot of well refined tool, 
including real-time normal map painting, cavity painting, and 
other tools that you'll recognise from programs like Photoshop. 


Modelling and painting in 3D-Coat TRAINING @ 


Marking UV seams. 
When you're finished with retopology, pick the Mark Seams tool and start selecting 


islands. This can be made easier by holding [Shift], which makes 
tan entire edge loop up to the next seam it hits. Holding [Ctri] will unmark the 


edges and [Shift]+[Ctr!] will unmark entire loops. 


1 Adjusting the UV map 

‘Along the top of the screen 
‘you will see several selection types. 
With Tstands selected, you can click 
one or more islands in the preview 
and use a gizmo to control the scale, 
rotation and position in UV space. 
[Ctrll-click deselects, The Brush 
option along the top works similarly to 
the Retopo Brush tool: while holding 
[Shift], it will smooth any distortions in 
the UV mesh, as indicated by red and 
blue colouring. 
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This approach has no Ienitation on tied, eeif - intersecting and mirrored Uv-se 
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1 Merging to the Paint room 
When you're satisfied with your UV map, look in the a Options 


Retopo menu to find several Merge options. Fora game madel like The first dialog you see bout occlusion: this can take a little extra time, but 

this, your best bet is Merge With NM (Per Pixe)). This will bake all of really helps your model to pop. The default setting should be fine. In the next dialog, pick Auto 

your finer details to a normal map in Per Pixel mode, which Smoathing Groups; an ange in the upper 60s should be good, Next, select how big your textures 
will be, My Uzi model uses a 2,048 x 2,048 size, 
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Lay out base colours 


In the Layers panel, you'll find layers for the normal 
map, occlusion, and for each voxel layer you crested. These 
voxel layers can be deleted with the trash can icon. Disable the 
purple Depth icon at the top of the screen: this way you will 
only paint colour and speculerity. Paint some solid base colours, 
each on their own layer. Via Textures > Texture UV Editor, you 


can paint in 2D as well, 


D, Grips 

Using the Draw With Splines tool with the 
Freeze option and also the Freeze tool itself, you 
can mask off areas you don’t want to paint. Mask 
off some areas and enable View > Moc 
With Snap to Grid on, you canuse this made to draw 
straight lines with only the Depth channel enabled. 
Tt helps to select View > Relief Only instead of the 
normal Law Smooth Shade. 


2 More dirt 
Disable the Cavity painting option, and pz 
some more black and white dirt around the gun. 


Keep in mind the places where dirt is likely to build 
up, such as around the grip, where the hand would 
touch it, and between the sights, 
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2) Scratches and scuffs 

Pick a light grey color and enable all three 
spheres up top. In the Masks panel, you can load 
an alpha image or Photoshop brush as a mask by 
clicking Add (the + icon). A set of scratch bn sare 
included in the project files. With a mask Icaded, hold 
[Ctrl] and brush over the model to paint scratches 
with colour, depth and specularity. 


Shadows 

Ona new layer, paint same black inside the 
muzzle, deep screw holes and ejection port. Use the 
pressure sensitivity options in the Brush Operations 
panel to soften the shadow edges. Try using the 
Paint Bucket tool in Lines mode to add a gradient. 


Normal details 

Make a new layer, and set only the Depth 
sphere along the top of the screen active, Here you 
can paint any finer details that you didn’t get in the 
Voxel room, like small screws and text. This tutorial’ 
project files include Oliver Thornton's Brushes Pac! 
with brushes like screws that will help out with the 
details here. 


2? ? Dirty cavities 
Pick a black colour and a pa 


type of brush, (I load the default brus 
Photoshop) In the Options panel, 

to add some jitter and spacing, In the menu bar is a 
drop-down menu saying Pressure Nat Dependant on 
Color. At the bottom of this list, pick More in Cavity 
and paint some dirt. Do the same in white. 


Export 


When you've finished your madel, select 


asked to choose the file nam 2 to save it 
to, Next is a screen of output aptions: chaose Color, 

ecular, and Tangent Space Normal Map, In 
3D-Coat, the up/down direction i 


program use: 
tick Swap Y and 2. 
Also tick Create 


expands texture 
colours beyand the 


LightWave the model automatically 
has all the textures loaded, If you 

089, you will have to apply the 
texture images yourself. @ 
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Check out the new features in V-Ray 2.0 for Maya, product review and videos at 3dworld.chaosgroup.com 
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Paint a demonic 
creature in ZBrush 


Create a richly layered skin texture and more as 
Scott Spencer shows you how to apply Hollywood 
model-making techniques to digital sculptures 


lags.com - Free\Magazines Download in True PDF format 


storelk 


jorldmag.com 


it easy for many real-world techniques to 
be adapted for use for the software. The 
particular painting technique I demonstrate in this 
tutorial forms the backbone of my own approach 
to texture painting and creating skin textures for 
concept designs in my day-to-day work. This 
approach is a fast and efficient painting method, 
which can be used on its own or to accentuate 
a texture built up from photo projections. I hope it 
will encourage you to explore other media, looking 
for processes that can be used in a digital workflow. 
The mode! I paint is a demon bust; you can 
discover how I sculpted it in the previous issue of 
3D World, although it isn’t essential for following 
this workshop. Il explore a method of painting 


TT | he artist-friendly workflow of ZBrush makes 
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Follow Scott Spencer's complete workflow for this project and pick up more 
great techniques with the video on the 3D World website 


a creature skin texture, usinga technique based 

‘on widespread airbrush painting methods. With the 
help of some basic colour theory, you can build up 
a layered paint scheme that mimics the look of 
translucent creature skin, Throughout the painting 
process, Tuse ZBrush 4’s layers system, an 
improved and fully production-tested method for 
breaking sculpting and painting passes into their 
own fully editable layers. 

Tillalso look at how to project photo reference in 
ZBrush using the ZApplink plug-in. I'l texture the 
lemon horns using images taken from an actual 
animal hom. To complete the project, I'l show you 
how to take this final polypainted skin and bake it 
into a usable texture map that can be exparted to 
render in other applications. 
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Character skin texturing 


Video 1 
The initial layer is a simple light beige. You can 
substantially alter the final look of the texture by 
changing this base layer: see what happens if you 
make it green, for example 


Video 2 
There's no need to be subtle when you create the 
temperature layer. Add reds where blood is close to 
the skin surface and blue in recessed areas 


How to use this tutorial 

First, visit Sdworldmag.com/143, where you'll 
find details of the screen-capture videos that 
accompany this tutorial. The videos are also 
available at youtube.com/3dworld, Use the 
video player's controls to skip to a tmecade 
listed in the text, read the overview, then play 
the footage. 


Stage 1 


In this section, we'll look at how ta lay in the colour 
texture of the character. You'll make extensive use 
of the layer system, an area Pixologic has greatly 
‘expanded and improved in ZBrush 4. Not only are 
layers more robust and stable, but they also now 
support polypainting, which was not an option until 
this newest version of ZBrush, This means you can 
separate key elements of the paint scheme into 
their own layers for a higher degree of freedom 
and flexibility when working with colour textures. 
Because of this layer functionality, you can separate 
the detail passes from the underpainting passes. 
This lets you experiment with various hues as the 
base for your paint scheme, You can affect huge 
changes on the overall look of the colour pass just 
by changing the underlying colour, 

The painting technique shown here is based 
on the process used by many artists to paint 
foam latex or silicone prosthetics and props. By 
careful consideration of some basic colour theory 
and adjusting airbrush techniques to ZBrush, you 
can quickly paint an interesting and realistic skin 
texture. We'll look at haw to customise brushes 


076 | 30 


to spray colour in a more chaotic pattern and how 
to model using contour shading. In summary, this 
section should introduce you toa new and exciting 
way of painting, which offers many options for 
creating creature skins without having to rely solely 
on photo projections. 

You can either paint on my demon bust, provided 
as the ZTool demon_045.2tl in this tutorials scene 
files, or apply the techniques here to your own 
character or creature. You'll create four essential 
layers in this stage, 


Bi Video 1 

The underpainting layer 

You'll begin this workshop by creating the initial layer 
and filling it with your chosen base colour. Make sure 
you are at the highest subdivision level and open 
Tool > Layers: you'll use this menu to break apart the 
various colour passes to maximise the flexibility of 
the paint approach, 

With a new layer created, select a light beige 
colour via Color > SysPalette. For my demon, I chose 
R 221, G 197, B 145. Use the Standard brush with 
just RGB enabled to paint this colour over the entire 
head. This light beige will serve as your base colour. 
You'll add new layers over this, where you'll place your 
subsequent painting, If you want to experiment with 
other base colours, create a new layer and choose 
another base hue. (In the video, you'll see me create 
a second base colour layer of green.) 

The base will be visible in only a few places in the 
final paint scheme, but it affects how you put colour 
down on the model: this hue impacts how you see all 
the colours you put down on top. 

It’s important to note that the layer hierarchy 
in ZBrush is inverted from what you might be used 
to from Photoshop (or, indeed, most other apps 
that use layers). The layers on the bottom of the list 
display as the top layers on the model, rather than 
the more familiar top-down system. Keep this in mind 
as you work with multiple layers later. 


M Video 2 

The temperature layer 

You'll use a custom brush For the majority of this 
paint process; I call it a spatter brush because it 
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spatters paint in a broken-up irreguiar pattern over 
the surface of the madel, The brush is inspired by 
airbrush painting techniques, where layers of colour 
are often built up with the airbrush set to a low air 
pressure, causing the paint to come out in spotty 
patterns instead of a single even mist. Irregularity is 
0 common in nature that building up colour in this 
manner helps you avoid an unnatural perfect spray- 
painted look. 

To create the custom brush, select the Standard 
brush and change Stroke to Spray. Under the Stroke 
options, turn Color all the way down so that ZBrush 
doesn’t try to alter the hue as the brush is used, In 
the Alpha palette, select Alpha 07 to further break up 
the colour as it’s applied. 

You'll frst use this brush to painta vibrant 
temperature map of the face. Colour temperature 
describes the relative warmness or coldness of 
colour. The point of this step is to lay in vibrant 
colours, ranging from warm reds to cool blues, all 
cover the head. Don’t be shy about making these 
bright: they will eventually be under more layers of 
colour, so the brighter they are, the more effectively 
they will show through the final paint job. This layer 
should look something like clown make-up. 

Lay in warm colours over the cheeks, lips, ears and 
neck, Cool colours should go in the mouth area and 
around the beard line, as well as inta the recesses 
like the eye sockets. Use yellow on the face but 
concentrate it over the bone structure. These dots of 
colour will mix together where they overlap, creating 
secondary colours. 

TF you look closely enaugh, you can find flecks 
of various colours on most organic surfaces. These 
mix together to cause your brain to perceive more 
complex colour combinations. This effect is called 
optical mixing, This is how the paintings of Seurat 
and other pointilist greats work: they give the 
impression of a colourful image when they are 
composed of thousands of dats. Colours tend to 
blend in the eye when placed close together. For 
example, if you put two patches of coloured dats 
together - in this case yellow and blue, the areas 
where the two patches overlap will be perceived as 
green. You can vary the intensity of the saturation 
and the hue by varying the amount of the primary 
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colours involved, This is the same process youll use 
in this stage. 


Video 3 


The mottling pass 

So far you've laid in two layers of colour: the base 
layer, a solid layer of light beige; and above that, the 
spatter layer, a colourful map of temperature variation 
across the face. Now you'll add two more layers to 
start to tie these passes together intoa skin texture. 

The next pass is called a mottling or squiggle 
pass. Create a new layer for this pass. This is where 
you simply add a layer of white squiggly lines right 
across the surface of the head, These lines will help 
create depth later in the painting by helping to give 
a sense of variable depth to the pigmentation in the 
skin, They also help to create the impression of blood 
vessels and pigment variation. You can see this in 
action in the accompanying video. 

The most important part of this phase is to keep 
the squiggles tight and make sure that areas of 
colour peek through between the lines. I use the 
Standard brush with a FreeHand stroke, or the 
DragRect stroke combined with Alpha 22, for daing 
this work. 


M Video 4 

The overpaint pass 

When the squiggle pass is complete, create a new 
layer, where you'll paint a very light pass of the 
original base colour; polyaint in the case of this 
model. This pass helps to tie the three previous 
layers together. The base colour sets the palette; 

the spatter pass modulates the underlying colour 
temperature and adds variation; and the squiggle 
pass helps create depth by modulating the saturation 
of the underlying paint when viewed through this top 
over-paint layer. Don’t worry if this is not completely 
clear; it’s much easier when you see it in action on 
the video. 
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Select the custom spatter brush you created earlier 
0 you can vary the intensity and opacity as you paint 


this layer. Set Rgb Intensity to 40. (You may lower 
of raise this value based on your own preferences, 
but this should work pretty well) The idea here is to 
put clown a very subtle pass of colour, so repeat the 
process to build up opacity in areas as needed. This 
will push back the appearance of the layers painted 
so far and start to give it the feeling of skin. You'll 
also end up muting a lot with this pass, so you'll have 
‘to work back in with more colour later. 


Charactée fin teekiring FACS 
Video 3 

Asubtle layer of white 

squiggles is an easy way 

to suggest variations in 

skin pigmentation 


Video 4 
Unite your layer work so 
far with a second beige 
layer, this time applying 
variation as you paint 


Stage 2 


In this section, you'll address the final stages of the 
texture. We'll look at how to apply photo reference 
to the horn using the free ZBrush plug-in ZApplink. 
We will also look at some distinctive masking tools 
in ZBrush. One you'll use extensively is Cavity 
Masking, which enables you to isolate your brush 
effect to either the raised or lowered surfaces 
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Character skin texturing 


Video 6 
ZAppLink enables you to 
bring in photo-reference 
as the foundation for 
your horn texture 


of a sculpture. You'll use it to mimic a real-world 
painting technique called drybrushing. 


G Video 6 

ZAppLink for the horn texture 

The free ZBrush plug-in ZAppiink is available at 
pixologic.com/zbrush/downloadcenter/zplugins. 
Tt enables you to combine the strengths of ZBrush 
and Photoshap by creating a seamless connection 
between the programs. Essentially, ZApplink lets you 
export your document view ta Photoshop, where 
you can use any of the Photoshop paint tools for 
texturing. Then you may retum to ZBrush, where 
the newly painted detail will be projected into the 
polypaint. It’s an efficient method of working, and 
compliments ZBrush's internal Spotlight paint too! 
well. You'l use ZApplink to project photo reference 
of an animal horn onto the demon's hom 
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When using ZApplink, you need to make sure your 
document size is large. Increase the dacument 

size via Document > Double. Once the document is 
enlarged, press [Ctri]+[N], redraw the ZTool and enter 
Edit made. The reason for increasing the dacument 
size is that ZBrush will project the texture detail 
through the document. If the resolution is too low, 
you lose detail. 

It’s worth noting that you can project photo 
reference in ZBrush using Spotlight without lasing 
detail. The drawback is that Spotlight lacks the 
flexibility for warping and editing the photo that’s 
available in Photoshop. 


M Video 8 

Detail the horns 

Cavity masking enables you to isolate the raised or 
recessed areas from the brush stroke, so you can 


Video 8 
Use cavity masking to 
paint only on the raised 
parts of the horn and 
accentuate its depth 
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paint colour into just the peaks or the recesses, 
This is extramaly useful fer highlighting texture and 
accentuating the rough surface of the harns. It can 
also be helpful when working on heavily textured 
areas of the face. Here you'll use it to accentuate 
the highlights and shadows of the horns. 

To.use the cavity mask, select Tool > Masking > 
Mask by Cavity to mask the whole head. If you find 
the mask view distracting, turn aff Tool > Masking > 
ViewMask. Using your custom spatter brush, spray a 
light brown colour an the homs. The recessed areas 
will be protected from the colour spray by the mask, 
[CtriJ-click on the background to invert the mask if 
you decide to paint darker colours into the recesses, 
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Skin markings 

T create skin marks with the Standerd brush. Keep 
them on a separate layer so you can create a variety 
of spot patterns without disturbing the underlying 
paint scheme. Remember that you can erase 
polypaint by pressing [Alt] while you stroke. 

also like to add freckles and other imperfections 
to the texture: it helps add depth and realism to 
the skin. Tt can also help contour the shapes of 
‘the sculpture by adding subtle shading, much like 
someone might apply shading in make-up to shape 
or accentuate aspects of their bone structure. 

To create freckles, select Alpha 46 and a Spray 
stroke. Select a raw umber hue and dial down the 
Draw size to create small clusters of freckles. You 
could try the DragRect stroke and Alpha 07 instead 
to more accurately place freckle clusters. 

To contour-shade, select Alpha O07 and a neutral 
brown. I find that R 72, G 66, B 53 works well for 
this. Dial down Rgb Intensity to 20 and start to spray 
into the recessed areas. The effect should be subtle, 
0 build it up slowly. Don't neglect this stage: it can 
make a huge difference in accentuating the form of 
your sculpture. 
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BVideo 9 00:05 
Add freckles and other marks to the skin ona 
‘separate layer to you can control their strength 
without affecting underlying layers 


8 Video 10 00:05 
The finished demonic skin texture is ready to bake 
onto a UV map, so that you can exportit toa 3D 
package of your choice 


Stage 3 


Finishing touches 

This is the section where we tie all the elements 
together and arrive at the final painted character 
head. This can be rendered in ZBrush using the new 
BRP rendering mode or exported and rendered in 
the program of your choice. For this project, you'll 
finish off this project by baking your paintwork into 
a texture map. This will enable you to export the 
colour map for rendering in an external application 
‘such as Maya or 3ds Max. 


Video 10 00:05 
Bake the polypaint 
The final step is to take your elaborate texture and 
create a map that confon 
can be exported and rendered outside ZBrush. 
ZBrush has a fully functional rendering engine as well 
as some animation tools, but far most professional 
pipelines, the ability to export a high-res texture map 
for a specific UV layout is 

Before yau create a map, yo 
the UV layout is what you want. You 

tomatic UV coordinates via Tool > UV Map. 
Alternatively, you can use the free UV Master plug- 
in from pixologic.com/zbrush/downloadcenter/ 
zplugins to generate human-readable UVs wit 
minimal stret 
powerful pluc 
installing it. You import a model with UV: 
into the ZToo!, which will replace the existing UV 
Layout with the chosen one. 

To check your UVs, select Tool > LV Map > Morph 


Rare saccam 


eae) 


Character skin texturing TRAINING & 


CREATE CONVINCING SKIN PORES AND WRINKLES FOR YOUR CHARACTER SCULPTS: 


I touched on skin detailing when I sculpted the 
demon bust last issue, but I'd like to take a more 
in-depth look at detailing the head. You often 
want to achieve askin texture you that is not 
represented in either the default ZBrush skin 
alphas or third-party alpha libraries. Luckily, it’s 
simple ta create your awn custom alphas for any 
type of skin texture you may want. 

Pores are round in some areas and directional 
in others. You'll create an alpha for each pore 
type now. Select any alpha from the Alpha 
palette, then select Alpha > CropAndFill. Now 
select Layer > Fill to create a layer of depth. This 
is like priming a canvas, giving you a surface to 
work on. Using the Simple Brush and Alpha 01, 
sculpt small, round pores, (Make sure the brush 
is set to ZSub.) Round pores are usually found on 
the forehead, the cheeks and the nose tip. 

Sculpt a few pores clustered in the centre of 
the document, then select Alpha > GrabDoc. This 
will capture the document depth as a greyscale 
alpha in the Alpha palette. 

To create another alpha, fill the canvas as 
before. This time, draw the pores as the small 
elongated lines found on the nasolabial area, 
where pores tend to stretch. Grab the document 
as an alpha as you did before. These alphas can 
be saved by exporting them via the Alpha menu. 

Now that you've created two custom alphas, 
let's put them to use and create an overall layer 
of texture on the head, Make sure that the pores 
are isolated in their own layer so you can easily 


When you have the proper UVs in place, simply make 
@ you are at the hi ubdivs 
bake my layers just to save memory before these last 
steps. Via Tool > U\ ‘lution to 4096, 
then select Tool > Texture Map > New from Palypai 
¢ polypaint into a texture map. 
export this mep select Tal > Tex 
texture to 
stop of the screens The bexture 
d from here. 


show or hide their effect or adjust their intensity. 
Step up to the highest subdivision level and 

open Tool > Layers. Click the New Layer button. 
While this layer is in record mode, any new detail 
sculpted in will be added to this layer. This can be 
helpful if you get a request to change the detail 
pass on the character later. If it was baked inta 
the sculpture itself, it would be hard to change. 

Select the Standard brush. Change Stroke 
to DragRect and select your circular pore alpha. 
Drag anywhere on the head and you will see how 
the texture is scaled and rotated in place as you 
drag the pen. 

For wrinkles, I use a combination of freehand 
sculpting and texture stamps. I like to consider 
where and how skin wrinkles before applying any 
texture. Areas with high mobility will have more. 
concentrated deep wrinkles than less mobile 
areas. I also plan the flow of the wrinkles across 
the whole head by sketching in a few lines at the 
start using the Standard brush and Alpha 01. This 
is amap or guide to help me place wrinkles later. 

For more specific wrinkle patterns, use an 
alpha texture stamp like you did for the pores. 

A wrinkle pattern for around the eyes, created 
by Aaron Simms, is included in ZBrush as a 
bonus. Be sure to clean it up using the standard 
sculpting tools. 

Wrinkles are never straight regular lines: they 
tend to be broken sketchy lines which often 
crosshatch to create overlapping patterns in the 
skin; Alpha 58 is useful here. 


All the assets you need 


A ready-to-paint ZTool is available 
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3 Using an HDRimage as a 
light source is a great way to 
introduce detail to your render 


Dynamic lighting 


PART 7 Continuing our series on lighting, Michael McCarth 


Fundamentals TRAINING & 


explains how take advantage of high dynamic range imaging 


DRI stands for high dynamic range imaging, 
rH | EAlonC aM CAEL NSS 

light a scene. HOR images can carry more 
formation than a standard image. With normal 
images, a point like the sun ora star in the sky 
doesn't have enough intensity information to use as 
a basis for lighting, but HDR images are ideal for this 
purpose. HDR images also tend to be created in such 
a way that they can be mapped on a sphere or 
environment inside your 3D application, which makes 
‘them great for an environment reflection map. The 
combination of enviranment lighting linked to 
reflections can produce a reaistic final render that 
ties everything together. 

HOR lighting usually requires @ global illumination 
renderer such as mental ray or V-Ray, There are many 
ways to set up both lighting and reflections using 
HORI. A common practice is to create a sky dome, 
using a hemisphere that has its normals flipped 
inward. You can then increase the illumination and 
output of the image mapped onto it. This will provide 
an environment to reflect, as wel as a source for the 
renderer from which to create lighting, Another 
option is to use a skylight light type that has a slot for 
an HDRI map or options for using the environment to 
calculate light. 3ds Max, Maya and many other 
applications have alight type like this. 

First, you need an HOR file. There are many options 
for getting the right file, but you can download a free 
test file from: ict.debevec.org/~debevec/Probes/ 
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stpeters_probe.hdr. (Paul Debevec's site is a great 
resource for HORI files and information) 

Next, open LightingPartO7Start.max from this 
tutorial’s scene files. This scene has a simple device 
with lots of bevelled areas to catch light. Materials 
have been set up with different reflection values. If 
you do a quick render, you will see there are no lights 
in the scene, so the materials don’t have a lat to 
refiect. Open the Environment dalog and place 
stpeters_probe.hdr into the Environment Map slot. By 
default, the image will be set to Screen environment. 
Drag the map into the Material Editor from the 
Environment dialag and set it toa Spherical 
environment projection. When you render, your 
abject now has more believable reflections. 

Next, set up the lighting using the HDRTas the 
source. Create a Skylight in the Top view and set it to 
Use Scene Environment in the Madify panel. Turn on 
Final Gather in the Indirect Iliumination tab of the 
Render dialog: Final Gather calculates based on the 
HORI lighting the scene. Increase Skylight to 2.0 ta 
get a slightly brighter render, Finally, add a Direct light 
with Ray-traced shadows to cast same sold shadows 
and light an the abject and floor, Set Multiplier to a 
lower value of 0.5, since the environment is already 
casting a good deal of light in the scene. @ 


Next issue: Part 8 
Inthe final part of the series, Michael focuses on 
animating lights to enhance your scenes 
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for 3ds Max in the 
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® Vector displacement 
stamps can help you 
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Craig Barr replies: 
When it com ating highyy detailed stamr 
and i workflow, the in, facing up in the 
details you wish to capture in the map should be 
beaten. For the creation of stamps and ster pulled up above the plane. Use the transformation 
vector displacement requires that the target mesh tools in the Select/Move Tools tray if your model is 
not positioned in this manner. 
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For the ‘quick and dirty’ method to create a simple 
displacement map, go to the Object List tab (top 
right comer beside the Layers tab). Right-click an the 
camera and select Look Through. You're now 
looking down the Y axis. Zoom in and frame the plane 
to within the boundaries of the viewport. You can 
also pull the edges of the viewport to fit the exact 
square-shape of the plane as well. 
rs tab (in the top- 
mer by the Layers and Object List tat 
toggle Screen Distance on. Click the Save 16-bit 
Image button in the Screen Distance Properties tab 
and select a location to save, For other image 
formats, select Render > Save Screen Image and 
select the resolution, image format and save location. 


working with 8. ges. The higher the bit depth 
of the image is, though, the more accurate the data 
from the model wil be, yielding better results in your 
stamp. That's where the alternative method for 
creating a displacement map comes in. 
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Expert tip 

After you import 
geometry for your stamp, 
pay attention to its 
subdivision level: you may 
need to increase it to 
remove any faceting 


# Everything above 
the plane is included 
in your ultimate 

displacement stamp 


To create your stamp, bring in any existing geometry 


you like, then scale, rotate and position it within your 
stamp area to establish the design 


All, then highlight a 
remove everything cept plane. In the Source 
Madels space, click Add All; this time, highlight and 
remove the plane, In the Search Distance box, click 

for an appropriate envelope to calculate 

. Select your image 

remember you are just using 
this map asa starting point to sculpt with) Down in 
the Base Fie Name box, click the envelope icon, 
image format. 

The higher the bit depth, the more detail you will 
preserve in the map. 

Now select File > New Scene fallowed by Create 
>Mesh > Pane. Subtivide the plane up a few levels 
(to at least Level 6). Import your displacement map 
asa stencil into the Stencil tray by selecting the 
arrow icon and then Add Stencil, Select the Sculpt 
Tool and then use the [S] key ta position the stencil 
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over the plane, Create a new sculpt layer. You will 
need ta adjust the strength of your Sculpt Tool to 

oace the geometry to the cl depth of the 
original m 

Once you've used the displacer 

re-create the base model shane, it's up to you to 
sculpt and change the mesh to your desired effect. 
In the video, Ishow a displacement map that I use 


provides a starting point for some simple sculpting. 
Don't be afraid to use the Pose tools to bend or twist 
the geometry as well. Ve 

accurate for storing overhanging and und 

geometry, as well as very smooth ar fine details. 


Craig Barr is a technical marketing 
specialist at Autodesk, focusing 
on in Mudbox and Maya. He's 
worked in film and games 
the-area.com/blogs/craig 
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Make sure you check Use 
Uniform Distribution to keep 
the CamTarget in sync 


Cinema 4D 


“How do I target my camera on the end 
growth of an animated Sweep NURBS?” 


Hakan Nilsson, via e-mail 


Anders Kjellberg replies: 

The easiest way to do this cool animation 
effectis by attaching some XPresso code 

to a Null following the growth of the spline, 
then having your camera in turn target the Null. 
To tryit, open the start scene that you'll find 
in this Q&A's scene files, In it, you will find a 
‘Sweep NURBS that spirals around an ice 
cream, with the End Growth value animated 
from 0% to 100%. 

To get the camera to target the end growth 
of the object, start by creating a new Objects > 
Null and name it CamTarget. Right-click 
CamTarget and add CINEMA 4D Tags > 
XPresso tag. The XPresso Editor will open; 
position it so you can see the Objects Manager. 
Now drag the object named CandyStripe into 
the XPresso Editor to create a new node. 
Expand CandyStripe and drag the Path spline 
into the XPresso Editor as well. Right-click on 


ed) | 


IK With the help of XPresso, you can position 
the CamTarget to exactly follow the growth 
in your animation 
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the editor canvas and add New Node > Xpresso 
> General > Spline. 

Click the red square on the Path node and 
add an Object port. (Red squares manage 
outputs, blue inputs.) Drag a connection line 
from the Path node's Object output to the 
Object input on the Spline node. Let go when 
the line turns green to confirm the connection. 

Now click the red square on the CandyStripe 
node and add a port for Object Properties > 
End Growth, Drag a line from this port to the 
Offset input on the Spline node, Now drag the 
CamTarget from the Object Manager into the 
XPresso editor to create a node for it. Click on 
the new node's blue square and add a port for 
Coordinates > Global Position > Global Position, 
Drag a line between the Spline’s Position port 
and the CamTarget's Global Position. 

You can now close the XPresso Editor and 
press Play on the timeline to check the 
progress. The CamTarget is now following the 
Path spline, but it’s out of syne with the end 
growth, Double-click the XPresso tag and 
select the Spline node. In the Attribute 
Manager, enable Use Uniform Distribution. 
Close the editor and play the animation again: 
the CamTarget should now line up perfectly 
with the actual growth. 

Finally, select IceCamera in the Object 
Manager, right-click and add CINEMA 4D Tags 
> Target, and drag the CamTarget from the 
Object Manager into the Target Object Field. 


Anders Kjellberg is a freelance 
3D artist residing in Sweden. 
He produces work for print and 
broadcast media 
dogday-design.se 


“What's the fastest 
way to create a 
brushed metal 
material?” 


Kurt Himel, via email 


Tf you're using mental ray to render your scene, the 
fastest and easiest way to achieve a metal lock would 
be through using mia_material_x. This material, which 
uses the same underlying cade as mia_material, is 
designed to help you reproduce many of the 
materials used in architectural renderings. It’s got 
great support for glossy reflections and refractions, 
and there’s so much you can do with it. With just 

a few adjustments, for example, you can easily get 

a realistic brushed metal look, 

Start by opening up start_scene.ma from this 
(QEA’s scene files. Assign mia_material_x to both 
objects. Unless you have a slow computer, I would 
recommend starting an IPR render to see the results 
of your changes; I believe it’s the best way to play 
around with shaders to figure out how to get the 
best control over it. 

Start by changing 0 Degree Rotation in the BRDF 
section toa value close to 1. This will start giving a 
chrome look by allowing overall reflections from the 
material. After that, you'll want to adjust Anisotropy 
to get the specular highlights to be longer instead of 
rounder. I find it preferable tn go with a lower value: 
say around 0.1. 

At this point, the object should start to look like 
metal, but it’s still missing that distinctive brushed 
look. To achieve that, lower Glossiness in the 
Reflection section. You'll notice that once you lower 


“How do I create 
mirrored UVs?" 
Stephen B, via email 


Using your modeller’s mirroring or symmetry function 
while UV mapping is one of the best time-savers 
around, The basic technique is the same whether 
you've created a hard-edged or organic model: split, 
your mesh down the middle, delete one half, map the 
remaining half, and mirror the mesh. Depending an 
complexity and texturing requirements, you can keep 
the Us stacked, or flip some or all shells. When 
you're done mapping, you can tweak both mesh and 
texture, if needed, to make it look less symmetrical 
Although I’m using 3ds Max for this example, the 
principles apply to other UV-capable 3D packages. 


Cirstyn Bech-Yagher is a 3D 
freelancer, and is currently 
working on a series of tutorials 
aimed at newcomers to 3D 
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Key settings to establish the brushed metal feel 
include a relatively low Glossiness setting. 
Adjusting Anisotropy can also help 


that value, Glossy Samples will be enabled. Change 
this value to 16 while fine-tuning the material, but be 
sure to up this sample value to something like 32 or 
64 for your final render. 

One last thing that you'll want to assert some 
control aver is the direction of the anisotropic 
specular. In the Anisotropy section, adjust the 
Rotation value to your liking, 

This is all you need to make a basic brushed metal 
material but you can adaptiit for many situations. 
Depending what your object is, you'll need to adjust 
these values separately, and you might want to paint 
‘some maps far basic attributes such as reflectivity 
and colour. mia_material and mia_material_x are 
powerful materials. I would recommend that you play 
around in each section to see what you can achieve 
with just a few adjustments. 


Firat Enderoglu is a senior pipeline 
TD at Sony Pictures Imageworks. 
He's heading the character pipeline 
for The Amazing Spider-Man 
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® The foundational 
brushed metal material 
you create can be 
adapted for many 
different uses 
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Set the scene 

Regardless of whether or not your starting 
point is a box-madelled mesh, ensure a clean start by 
having a half-mesh to start working with ~ either by 
splitting and deleting it down the middle, or simply 
deleting your current instance or Symmetry modifier. 
Unwrap your mesh. You can use either 3ds Max's 
native tools or an external LV mapper as you prefer. 
If you know the shells will need to be flipped or 
stitched due to texturing considerations, try placing 
the unwrapped shells in only half the UV space 
(Q>0.5); having everything laid out in advance will 
make subsequent UV work much easier. 
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Apply the modifiers 

Select the mesh, and apply the Symmetry 
modifier from the Modifier List dropdown. Set your 
mirror axis to X and untick Slice Along Mirror to avoid 
the mirror gizmo in the modifier acting as a Slice 
Plane. Leave Weld Seam ticked to weld vertices along 
the middle, Sometimes the default setting won't 
catch everything, so increase Threshold until most 
gaps are welded. Also consider doing manual (Target) 
Welds if the gaps are tao big, as Symmetry Weld 
sometimes creates ugly welds. Add a UVW Unwrap 
modifier on top of the Symmetry modifier. The UV 
seams will now display. 


Fix the flips 

Your UV shellsare now stacked on top of 
each other, and textures will render flipped on the 
other side of the Symmetry modifier. You can fix this 
by first unticking the Weld checkbox in the Symmetry 
modifier, to select only half the mesh, then going to 
the UW Unwrap Modifier. Here, select Faces and tick 
Select by Element in the Unwrap UVW rollout, In the 
same rollout, click Edit under Parameters to access 
the UV Editor. Select Tools > Flip Horizontal in the UV 
‘editor menu to flip the UVs so the texture will render 
correctly. Go back to the Symmetry modifier, and 
check Welds to turn welding back on again and 
restore the entire texture, Stitch and tweak any UV 
shells as needed to finish. 
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The final render 
shows haw the image 
maps result in easy- 

to-manage fur 


“How can I simulate 
text being cut out?” 
Robert Knapman, via email 


It's quite simple to animate a cutting effect along 
a path, but trickier for text. Drawing a mask path 
around every letter would be time-consuming, so this 
Q8A will demonstrate a much quicker way to do it. 
You'll use Auto-trace to create accurate mask paths 
around each letter, then use those paths to animate 
the position of spark effects, created with a particle 
system. This effect will be duplicated for each letter, 
then altered slightly to createa glowing edge. See 
the accompanying video and finished scene file for 
tips on finessing the effect. 


‘Andy Davenport is a motion 
graphics artist, 3D animator and 
compositor for the UK-based 
studio Mediastation 
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Create the animation paths 

Open Cutting _Start.aep from this Q&A's 
scene files. Click the text layer and select Layer > 
Auto-trace. Make sure Time frame is set to Current 


Frame and enable Preview. Set Tolerance to Ipx, then 
change Corer Roundness to 0% and click OK. On the 
newly created Auto-traced TEXT layer, press [M] to 
reveal its Masks. Click Mask 1's Mask Path to select it, 
and press [Ctri]+[C] to copy it. Create a Layer > New 
> Adjustment Layer; with it selected, add Effect > 
Simulation > CC Particle Systems IT. On the Timeline, 
click the arrows to expand the effect properties; 
under the Producer section, select Position and press 
[Ctri]+[V] to paste the mask path. 


“How do I use 
images to 
manipulate fur?” 
Nick Burgess, via email 


Whenever you're mapping images to surfaces, the 
best way to control them is by creating a UV map. 
First, unwrap your model using a UV tool, either 
within modo or by using another 3D application of 
your choice. 

Now it's time to add the fur. First, select the 
polygons in the viewport that you want to apply 
fur to, then press [M] to apply a new material. 
Name the material and click OK. In the Shader 
Tree, find your new material and add a Fur 
Material by selecting Add Layer > Special > Fur 
Material. You will see a guide hair appear in the 

viewport if you have done this correctly. By 
default, modo uses the Material's Diffuse 
Color value to shade the fur. Whatever 
colour you select will be transferred 
to the fur strands, so go ahead and 
choose your colour in the Diffuse 
Color selection box. 
Tf you press [F8] for a preview, 
| you'll see fur appearing through 
parts of the model you may not 
7 have wanted. If you're using my 
example scene, you'll see hair through 
the patches on the chest and feet. To fix 
this, you'll paint a density map. Start by 
selecting Add Layer > Image Map > New Image. 
In the pop-up, name your file and choose JPG. In 
the next window, select 2048x2048 and RGB, 
tick the Set Color box and choose white in the 
colour picker, then click OK. 


Animate the sparks 

With the keyframes selected, select 
‘Animation > Keyframe Interpolation. In the dialog, 
change Roving: to Rave Across Time and click OK. 
Now select just the last keyframe and drag it out to 
the 4 seconds point. This will expand the length of 
the animation. In the Effect Contros, change Birth 
Rate to 1.0 and Longevity (sec) to 0.6. Under 
Producer, change Radius X and Y to 0.1; under 
Physics, change Animation to Fractal Explosive and 
both Velocity and Gravity to 0.2. At 0:00:03:24, click 
Birth Rate's stopwatch to add a keyframe. Press 
[Page Down] to move forward a frame and change 
Birth rate to 0.0. 
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modb's paint tools really help when creating 
image maps: you can draw directly onto the model 
to get fur exactly where you want it 


In the Paint tab, select the Brush tool and set the 
foreground colour to black, then simply fill in the 
areas of your mode! where you don't want hair to 
grow. The image you're creating works by using a 
value from white to black to determine where hair 
will be generated. Anywhere that is white will 
have 100% density; where it is black, it will have 
0% density, or no hair at all. Once you've finished 
painting your image, go to the Shader Tree, 
right-click the Diffuse Colour property in the 
effects column and select Fur > Fur Density. 

Tf you render your image with [F3], you will see 
that the fur is only growing in the areas that were 
coloured white in the fur density image. In the 
example here, the same technique was repeated 
to create an additional image, which was set to 
Fur Length, Dark grey areas were painted to 
shorten the hair around the eyes, nose and 
mouth, making them more visible_ 


Mathew Burniston is a CG 
director at Rokkan in New York. 
He creates high-end 3D and 
video content for the web 


Create the glow 

Repeat the previous steps with the other 
three mask paths, so you end up with a ‘sparks’ layer 
for each letter. Select all four layers and choose Layer 
> Pre-campose. In the dialog, change the name to 
Sparks, tick Move all attributes into the new 
composition and click OK. In the Project panel, 
duplicate the Sparks comp with [Ctri]+[D]. Rename it 
Glows, then double-click to open it. On each layer’s 
particle properties, change Longevity to 4.0, Velocity 
to 0.0 and Gravity to 0.0. Add Effect > Stylize > Glow 
to both the Sparks and Glaws PreComps. 
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® Procedural maps 
enable you to create 
a convincing 
bubbling effect 


& The water surface 
is a displacement 
map using the 
Crumple procedural 


LightWave 


“How can I make realistic boiling water?” 
ewolfe84, via email 


Eric Bacus replies: 
Boiling water and bubbling liquids can lend 
a degree of motion and realism to your scene 
with minimal set-up. The technique described 
might also apply to ooze, magma or whatever 
your imagination calls forth. In fantasy 
settings or industrial environments, adding 
percolation to any applicable liquids can lend 
a sense of motion without having to go 
through the extensive process of creating 
a fluid simulation. In this example, you'll be 
focusing on producing a rolling boil of water 
ina saucepan. 

irst, prepare the container or surface that 
the liquid will occupy. When your scene is 
ready for the addition of your bubbling liquid, 
go into Madeler. With the Box Toal (Create > 
Primitives > Box) create a plane that can be 
subdivided to fit the shape of your container. 
In the case of a simple saucepan, you'll only 
need one square plane. If the container or 
shape of your liquid is more intricate, you'll 
need to create a patchwork of quads that can 
be subdivided. I's important that your liquid 
be as topographically normal and quad-based 
as possible, because this technique will rely 
on how well your object tessellates when 
converted to subpatch, 

Once you've approximated the shape of your 

liquid, press [Tab] to convert your mesh to 
subpatch, and position it to your liking. When 


you're satisfied with the shape of your liquid, 
subdivide it [Shift]+[D] with a metaform 
subdivision method a few times to create 

a relatively dense mesh. The intention of 

the subdivision process is to create enough 
control points to make defined, bubble-like 
deformations later. Make sure your liquid mesh 
is saved in its own layer, then save your object 
and send it to Layout. 

Once in Layout, select your liquid layer and 
press [P] to open your Object Properties. In 
Object Properties, under the Deform tab, 
create a displacement map. Convert the 
current layer to a procedural map, and select 
Crumple as the Procedural Type. Invert 
Crumple and you'll find that it produces 
bubble-like deformations. Under the Position 
tab, create an envelope on your position 
channels and isolate the Y channel in the 
graph editor. Make a keyframe on frame 24 
with a value that represents how far the 
bubbles on your texture should travel upward 
in the span of ane second. This should be 
approximated and refined based on what 
looks right to you. @ 


Eric Bacus is a CG artist at 
Branit VFX. He's worked on 
many prime-time shows, 
notably Lost and Fringe 
ericbacus.com 
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The leading magazine for CG artists is now available 
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You can now buy 3D World as a digital edition, ready to read whenever and 
wherever you want. You can read a digital edition offline on your PC, Mac or iPad or 
online in any web browser. Each purchase is permanently stored in your own magazine library. 


The latest issue of 3D World is available now at iTunes, Zinio or at all good newsagents 


To subscribe to the digital edition, visit: 


To buy a single issue, visit: 
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4 zinlo 0 App Store 


Offline version requires Zinio Reader: free for Windows or Mac OS X at zinio.com, or for iPad via iTunes or the Apple App Store. 
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Horror movie effects in Nuke 


Tum plain handheld 
camera footage into a 
blood-splattered horror 
fest with Nuke's help 


Create a horror 
movie in Nuke 


Add Blair Witch-style effects to standard footage as 
Hugo Guerra shows you how to combine video, 3D 
geometry and textures into a seamless, scary whole 


ith the advent of compositing applications 
W) like Fusion and Nuke, the borders of 2D 

and 3D are blurring. The entire system of 
projection, 3D tracking, simple lighting and shading 
inside a compositing application is growing in 
the pipelines of visual effects companies. Such 
techniques are not meant to replace a 3D pipeline, 
but they will support and develop new ways of 
compositing, simple matte painting, rato, clean-up 
and relighting, making the entire pipeline faster and 
more in sync with the 3D department, 

In this tutorial, I will show some of the 3D 
techniques I have developed over the years inside 
Nuke. You will use NukeX’s powerful 3D tracker to 
achieve some complex 3D operations inside Nuke 
without having to go to dedicated 3D software. You 
will track a plate, calculate lens distortion, project 
new textures and relight the footage using the 3D 
system. The idea is to transform a normal room 
into to a creepy ‘survival horror’ environment, with 
blood, dirt and a fake flashlight effect. 

T'm assuming some knowledge of Nuke's 3D 
system and of compositing prior to this set-up. 
The following steps are simplified because of 
‘space constrains: please watch the video for a 
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more detailed explanation of the workflow. Start 
by opening the 3D_Tracking_Start.nk script from 
this tutoria’s scene files so you can prepare your 
footage for tracking. A finished version of the scene 
is also provided for reference and study. Don’t turn 
the lights off while you work on this ane... 


Thanks to Ron Ganbar (ronganbar.wordpress.com) 
for making footage available for this tutorial. 


WATCH THE VIDEO TUTORIAL 
Follow Hugo's entire workflow for this project 
with the video on the 3D World website 
3dworldmag.com/143 
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Horror movie effects in Nuke 


STAGE ONE 


In this stage, you'll undistort the 
footage, then make a first pass of 
tracking with default settings. Always 
try the default settings first before 
making changes to the tracking 
parameters, You need to’undistort” 
your plate prior to 3D tracking, 
otherwise you may get poor results in 
the solve, depending on how much 
lens barrel distortion the footage has. 
‘Tracking in distorted plates can lead 
to wrong points in 3D: ina 3D system, 
the image is always ‘perfect’, with 

no lens artifacts or distortion. 


STAGE TWO 


NukeX's powerful 3D tracker node will 
help you create a full 3D scene from 
the footage. The more information 
about the room and the camera you 
have, the better, If you are on set, try 
to get the lens information, film a 
distortion grid and measure the room. 
All this information can make the 
difference between a average track 
and a good track. 


The LensDistortion tool 

Via the Transform button in the left 
sidebar, select the LensDistortion tool. There are 
three ways of calculating distortion: Image Analysis, 
automatically calculates the distortion; Grid Analysis 
calculates the distortion by using a grid filmed on 
location; and Line Analysis calculates the distortion 
by hand-drawing lines in the footage. You'll be using 
the Image Analysis method, 


CameraTracker node 

Bring in a CameraTracker node via the 
sidebar’s 3D menu. Connect it to the footage. At this 
stage, you should make two streams in the comp. 
One has the CameraTracker node and the footage 
without the STMap node; the other should be your 
main stream of the comp, coming from the STMap. 
This just makes it all tidy and simple for later. 


Undistort the footage 

In the Image Analysis tab, click Analyze 
Image to start the process of tracking features in 
the footage and calculating the distortion. If we had 
footage with a lot of moving abjects or people, then 
Twould recommend yau make a few garbage masks 
and use the Mask Channel option: this prevents the 
tracker from tracking features in moving objects and 
giving you a bad track. 


Lens tab 

The first CameraTracker tab you want is 
Lens, since you need to bring the lens distortion 
data into the node before you start to track. Open 
the LensDistortion and CameraTracker nades side by 
side. In the Lens tab, set Lens Distortion to Known 
Lens. Copy LensDistortion’s Radial Distortion 1 and 
2 and Distortion Center values to the equivalent 
CameraTracker fields, Enable Undistort. 


Solve the camera 

Click Solve Camera to convert the 2D 
points to 3D points. If you go to the 3D data in the 
Viewer [Tab], you should see the point cloud. Now 
it's time to refine and orientate your scene. Rotate 
around the scene, and try to see if the point cloud 
looks like the scene of the footage in terms of depth 
and scale, Can you see what looks like aroom and 
a table? 
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Refine the solve 

InCameraTracker’s Refine tab, you can 
refine the track and get a better Solve Error figure, 
shown at the top of the pane. I have 0.8 so far, but if 
I change the settings in the lower sliders, I can get 
something better. In the screenshot, you can see the 
representation of the number of tracks, errors, max 
error, track len, and so on, (Please see the video for 
a detailed explanation of each curve.) 


Work with the solve data 

Select both the track len - min and min 
length curves using [Crtl]. Move the min length slider 
to 4: you can see in the curve that this makes the 
solver ignore any tracks that are less then 4 frames 
long. If you have the Viewer connected to the 
CameraTracker node and in 2D, you will see some 
tracks turn red, 
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0 Lens distortion values 

‘A few minutes later, you should have a 
distortion value in the Lens Distortion tab. You can 
se this nade to undistort and re-distart your footage 
after all the CG and comp work is done. If you press 
[D] in the node, you can see the plate with and 
without lens correction applied. At this stage, you 
can also render a displacement map out of your Lens 
Distortion node... 


0 4 Render the lens displacement 

Set Output Type to Displacement: this will 
save the distort map in the motion channel. Use a 
write node to save the file - make sure you save a 
32-bit EXR and select motian in the channels drap- 
down. You need only render one frame. This method 
saves a lot of render time and is great if you have a 
lot of clips filmed with the same camera. 


0 Tracking tab 

In the Tracking tab, you can change 
tracker settings and preview the result. Enable 
Preview Features to see the trackers. This shows you 
where Nuke will track 2D points to try to salve a 3D 
camera. Number of Features controls the number 
of trackers. Simply increasing the value doesn't 
necessarily give you a better track. Try values out; 
Isettled on 600. 


1 Remove the worst errors 

Now select error - max, max track error and 
max error in the graphs. Press [F] to centre. Change 
max track error to 0.6 and max error to 4.8. This 
will Kill the tracks with the worst errors and make 
the track cleaner and smoather. If you now click 
Recalculate Solve, Nuke will re-solve, and your Solve 
Error value should drop belew 0.5. That's good: less 
than half a pixel of error. 
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0 Track features 

Scrub through the footage and check that 
you have enough features to get a representation of 
‘the room. The trick is to have a good spread of tracks 
in the most important parts of the footage. Use 
the Track Threshold and Feature Separation sliders 
to distribute the tracks more evenly. I set Track 
Threshold to 0.1 and Feature Separation to 8, but 
experiment with different values. 


1 Select an origin point 

In the Viewer, select a single point in the 
track that seems to be the arigin. The origin should 
be the 0 coordinate in all axes, so it should be part 
of your ‘floor’ of the scene. It should alsa be a point 
with a low error value: hover the mouse aver a track 
to read its stats. I selected a point in the lower-left 
corner of the photo frame. Right-click your chosen 
point and select ground plane > set origin. 
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Horror movie effects in Nuke TRAINING @ 


a] 5 Use an STMap node 

Using the LensDistortion nade can be very 
slow. An STMap node can apply the same ‘undistort’ 
values with less processing pawer. Read the 
displacement map file you just rendered, then bring 
in an STMap node via the Transform button. Pipe the 
displacement map to the STMap node's strap input 
and the footage into its sre input, In the STMap node 
Properties, set UV Channels to motion, 


i Tweak the track 

Now go to the CameraTracker tab and click 
Track Features: after a few minutes, you should have 
the first track done. Scrub the footage to check if 
the tracks are working. Using [Shift]-select you can 
select and delete any tracks you think are no good, 
for example any reflections or false corners with the 
wall and the chair. Delete paints by clicking the right 
mouse button over a track. 


Il Orient your scene 

Now you can orient your scene, so the 
tracks in the table go to the actual floor of the 3D 
scene, Select a bunch of paints on the table; switch 
to 3D, just to make sure the points are all in the same 
plane. Now right-click and select ground plane > set 
to selected: they should now be pink. Make sure you 
don't select the origin point in this step, 
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Update your solve 

Now you have a good track and point 
cloud, finish by updating your solve with the new: 
orientation. In the Refine tab, select position and 
rotation and click Refine Output. You are ready to 
click Create Scene in the CameraTracker tab. This 
makes a new Camera and 3D Scene in your script 
Look in the 3D Scene: you should see the table, the 
photo frame and the chair as a point cloud, 


STAGE FOUR 


Now you have a room, you can start 
placing some textures in the walls and 
table. You want to control this layer by 
layer, so make a ScanlineRender node 
for each element to merge on top of, 
the footage. Use the same camera 

for inputting all of the separated 
scanlines. There's no need to copy the 
camera: just make a stream with it 
and keep piping the scanlines into it. 
This way you can composite all the 
new elements as if they were CG. 
Read in glass.psd from bin/textures in 
this tutorial's scene files. Shuffle the 
glass_crack layer to RGB, invert it, 
grade it as you see fit, and premult 
before connecting into a 3D card. 


STAGE FIVE 


Since you have a geometry for the 
room, you can relight the entire 
footage using Nuke’s 3D lights and 
the new shadow system. Keep in mind 
that I have not devoted the extra time 
into making perfect geametry for the 
room, as I should, because of time 
constraints. With more time and 
tweaking, you can recreate a perfect 
geo for the room, The better this is, 
the better the quality of the relighting 
and shadows will be. 
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STAGE THREE 


With a proper 3D track, you're now 
ready to match-move geometry within 
the scene. This geometry will help you 
place new textures in the tables and 
walls, and to relight the entire room to 
some degree. If possible, always try 
to make the geometry in a modelling 
application: Nuke’s simple geometry 
tools may not be enough if you have 
an elaborate room to madel, although 
they're fine for walls or simple 
backgrounds for matte paintings. 


Acrack in the glass 

From the 3D set-up from stage 3, copy the 
ScanLineRender, Scene and photo frame card nodes. 
Use this to manage where your new glass crack card 
should be in the 3D. The card should be in the same 
place as the photo frame card; just adjust the scale 
until you have a believable crack in the frame, Merge 
the result on top of the undistorted footage. This is 
your first layer in the comp. 


Project the room 

Copy the entire room geometry and 3D 
set-up from stage 3 and paste it at the end of the 
script. Use 3D > Shader > Project3D 3D > Shader > 
Apply Material to project the footage you've camped 
0 far into the room geometry af the room, using the 
camera from before in the Project3D cam input. With 
ascanline node and the same camera, output the: 
new room after the projection. 


Table geometry 

Start with the table, Select a few tracks 
from its top, then right-click and select create > 
card. This Card should naw be in the table's place, 
but probably needs a few rotation tweaks in X and 
Y, and possibly some scale tweaks. You can connect 
the card to Image > CheckerBoard and 3D > 
ScanlineRender nodes so you can render out a 2D 
version of the table to compare with the plate, 


A hole in the wall 

Read in the wall.psd file, grade it as you 
see fit and premult it before connecting into a 
3D card. From the 3D set-up from stage 3, copy 
ScanLineRender, Scene and the right-hand wall. 
Use this to place the wall psd texture, and adjust 
the scale until you have a believable crack in the 
wall. Merge the result on top of the glass merge to 
establish your second layer. 


Relight in 3D 

Select 3D > Lights > Light: plug it into the 
projected Scene node. Set Light Type to Spot and 
‘enable Cast Shadows in the Shadows tab. Place the 
light where you like. I simulate a flashlight effect 
in the video tutorial, but you are free to relight the 
scene as you prefer. 
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Photo frame geometry 

As you did for the table, select some tracks 
in the photo frame, create 4 card, and tweak the 
rotation and scale to fit. You could use a temporary 
Merge > Merge node to merge the result of your 
scanline render with the original undistorted footage. 
This is @ good way of checking if your geometry is 
matching the footage. Always scrub back and forth 
to check the match in several parts of the footage. 


Blood on the table 

Read in blood_0O1.psd. Shuffle the 
splatter layer to RGB, grade it, and premult it before 
connecting into a 3D card. Copy ScanLineRender, 
Scene and the table card from the 3D set-up: use 
these to place where your new blood card. Adjust the 
scale until you have a believable splatter of blood in 
the table. Merge the result on top of the earlier ayers 
to create your third layer, 
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Chair geometry 

The Chair could be tricky. Tf you have a 3D 
app, it may be a good idea to use it; but «few cubes 
in Nuke should do the trick. As before, select some 
tracks on the chair, but now right-click and select 
create > cubes. Tweak the rotation and scale. Keep 
doing this until you have one cube per pert of the 
chair, then use 3D > Modify > MergeGeo to merge it 
with the scene. Check it on top of your footage. 


Blood in the photo frame 

To put blacd in the photo, you can copy the 
3D card you used for the glass crack in step 22. From 
the blood_01.psd file, shuffle the drops layer to RGB, 
grade it, and premult it before connecting into a 3D 
card. Adjust the scale and rotation until you have a 
believable blood splash in the photo. Merge the result 
on top of the earlier layers for your fourth layer. 


Horror movie effects in Nuke 


Wall geometry 

Keep using the same method to recreate 
the walls. Always check the original plate with a 
Merge node, and use the CheckerBoard material on 
the geometry so you can see it in the 2D view. The 
video shows this process in more detail. The more 
‘time you devote to correctly modelling the room, the 
better all the next steps will be, so don't rush. 


Extra blood 

If you want more blood in the scene, feel 
free to use more of the layers of the psd file - or 
get your own blood splatters, extra dirt or anything 
you would like. With the geometry of this room, 
the possibilities are great. The video offers a mare 
detailed explanation of haw ta add some extra blood 
to the chair and wall and to place some extra dirt on 
the table and walls. 


explanation.® 
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an()ma 


Character 
animation tool 


animation: 


+ Cloner modifi 
ision detection 

+ Plug-ins for 3dsMax 

and Cinema 4D 


DEVELOPER 


This new scene population tool could transform working 
practices in arch-viz and other fields, says Jason Kongabel 


<atinks begins filling the ai 


'sgoing tobe New software can be a daunting task to 


he call rings out across the studio 
T | as heads turn to attention: “I need 

peaple! Animated people!” A hush 
falls: no-one dares make a sound in case 
they became the unlucky ane given this 
dubious task. “By tomorraw maming!" Cell 
phones come out, calls are made and texts 
are sent... "Honey, it's going to be another 
all-nighter." The sweet smell of energy 
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one of those nights. 

This is now a problem of the past. Enter 
an(iJma by aXYZ design, the software 
all of us have been waiting far since we 
placed our first people in 3D space. This 
stand-alone software is capable of quickly 
creating complex character animations in 
a fraction of the time of ather solutions. 


Release: StoreMlags & FantaNlag 


learn, but trying to figure it out without 
reading the instructions is something I 
always try to do. This doesn’t mean that 

T expect to figure out every nuance of the 
software, but can I getin and play around 
and create something interesting? The 
answer with an(iJma is a resounding yes. 


I created a simple wavy road with kerbs in 
3ds Max and exported it as on OBJ. Once 
imported into an(ima, had two dozen or 
so ‘actors’ walking back and forth along 
my road in less than five minutes, politely 
moving out af the way when getting toa 
close to one another. 

What this means in the real world is 
that any artist, no matter how new and 
untrained, can generate in hours or even 
minutes what would have taken multiple 
artists weeks to accomplish using previous 
methods. This feat alone is a success in 


Setting up stair paths is relatively easy 
and intuitive: simply click on the first step 
and the last, and you're done 
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format 
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my eyes and makes the software worthy 
of purchase. However, like most version 
LO software, the program is not without 
its bugs. In the first hour of using the 
software, I encountered four crashes, so 
save often and read those instructions! 


KEY FEATURES 

Files can be imported as .3ds, .obj or 

Iwo, but are not editable once imported. 
However, using the Layer List, parts of the 
imported geometry can be turned on or 
off to make adding paths to multiple levels 
easier. Only surfaces such as floors, stairs, 
ramps and escalators must be imported, 
but other geometry can be helpful to mark 
the limits of the project. 

The creation of character animation 
paths is split into four methods: spline, 
fixed, stairs and escalator. All four are 
fairly simple to use, but can be combined 
together to create complex animations. 

Once paths are created, adding people 
is as simple as selecting what actors 
from the library will be animated on thet 
path. Using the Cloner modifier allows for 
multiple instances of the selected actors to 
be randomly placed along paths and gives, 
the ability to modify their placement and 
speed in real time. 

When a path is complete and the 
actors are animated, the next step is to 
have the software compute the character 
paths and look for collisions, If collisions 
are found, the software automatically 
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San(i)ma is able to handle massive 
amounts of people, but be prepared for 
long load times and memory shortages. 
Plenty of RAM is a must if you plan on 
attempting large crowds 


adjusts the path of the two actors to keep 
them from running into one another. This 
path adjustment is hardly noticeable on 
small-scale simulations, but when the 
actors become crowded, the effect is 
quite distracting with characters doing 
more avoiding than walking. This can be 
improved by decreasing the number of 
clones or increasing the offset of the 
characters on their paths. 

Once all the people are moving about 
and looking busy, time to import into 
either 3ds Max or Cinema 4D. For this 
review I used 3ds Max, but the import 
process should be the same for bath, 
After installing the provided plug-in, all 
‘that is required is to import the saved 
.ani file and wait, The plug-in recognises 
which rendering engine is currently in use 
(V-Ray and mental ray only), and generates 
materials based on that rendering 
software. Once the import is camplete, 
additional options are available to change 
the RGB level of the textures, display mesh 
properties and apply motion blur. 


ARCH-VIZ LANDMARK 

This product is a milestone in the 
architectural visualisation world, It’s easy 
to use, fairly stable, and the end product 
islike nothing T have ever been able to 
accomplish using standard techniques. 
It’s possible, and the results might look 
as good ~ but I couldn't even begin to 
estimate how much time it would take. 
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Having said that, like most character 
animations, the effect is best viewed from 
a distance, with motion blur and depth 

of field. The library of characters is fairly 
limited — just 20 on release ~ and there is 
no ethnic diversity in the collection. The 
range of motion is also limited to walking, 
but there are several overlay clips that can 
be applied so that all the characters aren't 
walking the same way. 

Whether you're in a small or large 
studio, this software is a must and requires 
a shallow learning curve. The hours of 
production it will save on the first use 
should more than cover the cost of the 
premium version, not to mention the ‘oohs’ 
and ‘aahs’ it will surely elicit from clients. @ 
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PROS 


investment quickly 


Reasonably priced, time-saving software 
for any studio that uses 3D people 
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The UL inside 3ds 
Max makes updating 


settings easy. Each 
actor has a colour 


material palette, 
enabling changes 
in cloned assets 


p | 097 


rite 


i tane MAGS Cory 
eEEECO! 


M@ REVIEWS Marvelous Designer 2.0 


DEVELOPER 
CLO Virtual 


WEBSITE 


marvelousdesignercom 


Ses 


© Marvelous Designer uses 
splines to generate anything 
from suits to handbags 


Is this CAD-based clothing generator really as Marvelous 
as its name implies? Cirstyn Bech-Yagher finds out 


he idea behind Marvelous Designer 
T is to provide easy digital fashion 
for the masses. Established in 
2010 and counting as one of its core 
members the initial cloth simulation 
researcher and core algorithm developer, 
the development team has created a 
stand-alone CAD clothing generator, 
enabling you to create clothing based on 
your own or commercial sewing patterns. 
Tnitially catering to hobbyists and content 
providers for the ready-to-render 3D 
segment, such as content creators for 
Poser, DAZ Studio and Second Life, 
Marvelous Designer has also generated 
interest among more mainstream 
modellers and animation studios. 


© The ability to manually 
tweak or pin a fold makes 
it easy to make clothing 

lie just right on your mesh 
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At first glance, Marvelous Designer 2 
seems fairly similar to 3ds Max's Cloth 
Solver in functionality, and easier to 
use than the closest competition in 
its segment, OptiTex, which generates 
dynamic clothing for DAZ Studio and 
Poser. You draw a pattern via splines; hook 
up its seams; define pleats, darts or folds; 
and run the wrapping simulation. 
Marvelous Designer sports a simple 
interface. A real-time simulation view on 
the left contains your warking avatar — 
native or imported - and its customisable 
arrangement points, a gizmo for tweaking, 
and the cloth-simulation toolbar on top. To 
the right is the pattern design view, with 
an avatar outine, a gric.and the spline 


and cloth tools on top and the right. In 
addition, there's a simple animation editor 
for animating and rendering the avatar 
wearing the simulation. 


MARVELOUS WORKFLOW 

The standout features in Marvelous 
Designer are the pattern designer and 
draping tools. The pattern window, 
despite its lack of direct pattern import 
capabilities (the workaround is to import 
onto a rectangle and apply it as a texture), 
is simple to use, and demands no prior 
knowledge of sewing pattern generation, 
although a basic working knowledge of 
how clothes are put together helps. 

‘The workflow is also simple: you can 
import any figure - though preferably an 
‘A-pose biped in OBJ format - and draw 
your pattern of pretty much any clathing 
item, including caped or hoaded items, via 
the spline tools. You can also define seams, 
darts, pleats, folds or wraps. After the 
initial drape and render, pattern changes 
and tweaks get updated in real time, When 
you're dane with your piece of clothing, 
you pose your abject file and import as a 
pose - the clothing will then drape itself 
around the posed mesh. 

One of the nicer touches in Marvelous 
Designer 2 is the use of shortcut keys. 
Pressing [Q] enables you to manually drape 
and tweak your clothing item until it lies 
the way you want to: handy for anything 
from making a T-shirt's folds lie just so 
to making lapels on a jacket lie down or 
positioning a heod. Combined with the [W] 
key for pinning, this shortcut enables fast 
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Marvelous Designer outputs the UV map according to the sewing pattern you've 
defined, But it won't output quad meshes until a later update is completed 


creation of accessories like knotted ties, 
scarves or belts. 

All generated items can be used on 
different meshes and genders, thanks to 
arrangement paints - custam collision 
points for a specific mesh that define 
how to drape the clothing pattern around 
the mesh. Generated clathes can also be 
layered via the merge cloth command, 
allowing for flexible mixing and matching. 


GROWING PAINS 

With a name like Marvelous Designer, 
however, the question needs to be asked: 
is it really Marvelous? In a few relaasas’ 
time, that prospect seems likely. Like most 
software in its infancy, Marvelous Designer 


application points. If you're a content 
provider, your safest bet may be to drape 
your clothing in a T-shape of the base 
geometry, and hold off posing clothes in 
Marvelous Designer far morphs. 

There will be no quad output of draped 
clothes until the April 2011 beta, which 
is another issue when creating cross- 
application conforming content: neither 
Poser nor DAZ Studio is too keen on 
triangulated meshes. You can rig them in 
the Cloth Room or use DAZ Studio's rigging 
tools, but the way the base meshes are cut 
to facilitate posing and animation favours 
quads, Nor does Marvelous Designer have 
a specific morph support function other 
than object import, although it's slated for 


“Marvelous Designer has more functionality 
than some of the toolkits in the bigger 
modellers — and it’s fun to use” 


still has.a way to go, though - especially 
when it comes to facilitating content 
pravision. A simple facility like a named 
object function or retaining object names 
when re-exporting imported objects would 
have been goad. As it is, you often run the 
risk of having to navigate your way through 
a tree of materials all named Material 

and number — even on specifically named 
meshes like the DAZ Millennium figures ~ 
when you export your dressed biped, 

In addition, imparting a mesh fram 
Poser or DAZ Studio works fine, but you 
can't drape or pose a DAZ Studio-exported 
figure's clothing on a Poser-based figure 
or vice versa, even though they share the 
same geometry. Poser's figure will import 
at a larger size, and demands different 
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a future release. A symmetry function in 
the pattern view would have been good, 
too: you currently only have a mirror/copy 
function, Further, a vector import function 
for patterns, guides and snaps, a larger 
spline toolset, more right-click options and 
mesh import tweaks, such as retaining 
group names other than ‘mesh’, would 
have been useful. 

There's also the issue of price, which 
is unavoidable if digital clothing providers 
are part of your intended market. In the 
current financial climate, and with brokers 
taking fees prior to taxes, it's unlikely that 
many content providers with an already 
axisting pipeline will be willing to pay 
$700 for the sole privilege of being able 
to sell meshes generated in Marvelous 
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EA simple animation 
editor allows for 

animating the output 
into presentations 


9 Marvelous Designer 
will happily drape 
anything it can around 

Designer 2.0, no matter how beautiful the whatever it can import 

clothes are (and they are beautiful). The 

toolset is not yet geared towards content 
production - a different kettle af fish ta 
mesh production. The $500 difference 
between a personal and a commercial 
licence, with no added functionality other 
than permission to sell the generated 
mesh, may be overly optimistic, 

These issues aside, Marvelous Designer 
is worth having in your toolkit - ance the 
quad patch arrives and a slotted morph 
functionality is implemented. It's easier, 
faster and cheaper than OptiTex, and 
has more functionality than some of the 
toolkits in the bigger modellers. And last, 
but not least, it’s fun to use, © 


§ This CAD-based 
cloth and draping 
generator could create 
a virtual e-fashion 

mall and market for 
the ready-to-render 
demographic 
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PROS. 
oF generation 
+ Excellent output 

rring c! 
CONS 
+ Tiangu uutput only 
= No morph generation su 
+ Could use a bigger sp 


Despite its steep price, Marvelous 
Designer is an easy way to generate 
clothes based on sewing patterns 
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FreeForm Pro 


After Effects 
plug-in 


183 / $299 / €2¢ 


PLATFORM 


Windows (Mac to fellov 


MAIN FEATURES 
+ 3D warping 


DEVELOPER 
Met 


WEBSITE 
mettle.com @ Just part of FreeForm Pro's 
arsenal, Generator enables you to 
create stylish - and animatible - 


abstract art ina few clicks 


Building on a plug-in included with After 
Effects, this tool provides mighty motion 
graphics tools, says Rob Redman 


here will be many times in the 
T | career of a 3D artist when you 

need to add displacement effects 
to an image, footage or ather asset. 
When this happens, it's all too easy to get 
wrapped up in opening your favourite 3D 
app and waste valuable hours tinkering, 
when you could be so much more efficient 
if you used something like FreeForm Proto 
do the heavy lifting for you. 

This plug-in for After Effects CS5 - 
Windows only right now, although the 
developer says a Mac version is under 
way ~ has a couple of main toolsets. First 
is the ability to warp a chosen layer or 
camp using a mesh or grid. You define the 
number of rows and columns the layer is 
divided into, then freely move the vertices 
to warp the underlying image. This has its 
uses, but it doesn't hugely improve on the 
built-in tools supplied by Adobe. 

Where FreeForm Pro becomes more 
interesting is when you start to approach 
the displacement tools. You can create 
a displacement map just like you would 
for any other 3D app — but watch out: 
FreeForm uses 100% black as its zero 
height, rather than the normal 50% grey. 
The resulting map can be applied to any 
layer or comp and isa fast way to stamp 
details into a surface or to animate some 


his own traising DVDs 
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crawly creature lurking under an actor's 
skin, for example. By adding some lights 
and a camera, it's a fairly simple job to 
match the displacement to the footage, 
and realistic results are easily achievable, 
FreeForm Pro relies on the pawer of 
the GPU to accelerate performance, but 
it will take a modern, high-powered card 
to let you really explore the tools in a 
usable way. If you've ever tried FreeForm 
AE (bundled with After Effects CS5) and 
turned on anti-aliasing, you may well be 
familiar with screen refresh nightmares on 
some machines. The Pro version lets your 
CPU take a back seat while your graphics 
card takes the load. My 1.3GB Quadro 
2000 was mostly lag-free for setting up, 
but I did notice some low-down when 
T approached final render settings, using 
a denser mesh and medium AA levels. 
However, I did have 700 subdivisions 
in a 1080p comp for this test - so all in 
all, I'm pretty impressed, If I could see 
displacement previews of that quality in 
my 3D app, would be aver the maan, 
FreeForm Pro offers a few more 
tools than its CS5-bundled stablemate. 
But more importantly, it offers a big 
performance improvement - if you have 
the workstation configuration for it to 
take advantage of. @ 
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I A simple greyscale image was 
applied to FreeForm on a solid, 
and a light added. This could be 
spherised to make a 3D globe 


FreeForm Pro's controls are set out 
ina simple, intuitive hierarchy that will 
be familiar to all After Effects users 


ff the CPU 


restrain 


CONS 


‘Auseful set of tools for displacing layers 
in After Effects, but one for users at the 
bleeding edge. If you don't have a 1GB 
graphics card, you may be better off 
sticking with the AE version. 
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Thea Render 


i 
8 
Rendering 
engine 
PRICE 


depending on app 
PLATFORM 

Mac /Lint 
MAIN FEATURES 


Asimple scene using Thea’s 
biased render, showcasing 
depth of field effects 


A fairly new addition to Thea builds, 
the interactive preview render works 
quickly and is superb for quickly 
adjusting lights and materials 


Its support for both biased and unbiased 
rendering is just one of this new system’s 


forme 


Tus 
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and ni nbiased rendering engines have 
caught on in the last few years, 


DEVELOPER and are developing rapidly. With 


Solid Tris Technologie relatively mature unbiased engines such 
——————— _ as Maxwell Render available, what can 
WEBSITE newcomer Thea Render offer? 


thearend. 


A great deal, as it turns out. It's the first 
commercial solution to offer biased and 
unbiased rendering in one package. Use 
biased rendering when speed is important, 
or for animations, then switch to unbiased 
for greater realism. Both approaches use 
the same materials and lights: there's no 
need to convert a scene should you want 
to flip between biased and unbiased. 

Thea actually has three render methods. 
The biased engine has ray tracing, GI 
and photon mapping, with optional final 
gathering, caustics and an irradiance 
cache, much the same as V-Ray or mental 
ray. The two unbiased engines are tuned 
for different render speed requirements, 
There's really not much to do otherwise: 
just specify a time limit or number of 
passes, and start rendering. 

Biased rendering, however, has a whole 
wodge of parameters; as with any GI tool, 
there's a lot to consider, and time spent 
test-rendering could easily be saved by 
orn going unbiased from the off, To counter 
forhis own good this, Thea sports a wonderful interactive 
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many delights, says Ed Ricketts 


renderer that updates on the fly as you 
adjust lights and materials. 

‘Thea’s materials are key to making any 
scene appear realistic. There are just five 
discrete material types, but these can be 
mixed. If you're used to more conventional 
renderers, creating materials can be 
confusing at first: it's best approached 
by breaking down a material's real-world 
properties rather than ‘what looks nicest’. 

Any render engine lives or dies by its 
output quality and speed, and here Thea 
shines. Providing meaningful comparisons 
between rival render engine times is 
almost impossible given that they all use 
different algorithms, but in our subjective 
experience, it’s impressively fast. Image 
quality has improved substantially since 
pre-release versions, and features such 
as on-the-fly relighting and Camera 
Response Function are welcome additions. 

There are downsides, of course: the 
biggest is Thea's interface, which might 
kindly be described as quirky. The manual 
is missing new features, and Thea is crying 
but for some well-written tutorials. None 
of this should put you off investigating 
Thea if you're looking for a fast, fully 
featured renderer. And with plans for 
major additions such as GPU acceleration, 
there's plenty to look forward to. @ 
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® Image by 


Astudio shot of a monster truck, 
rendered with the biased engine by 
Thea maestro Peter Stoppel 


infusing UL 
ation 


Kerkythea’s commercial successor is 
already accomplished, and looks set to 
become even better this year. Give it a go 
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Key moments 
in CG history 
revisited 


Debrief 

Studios look back 
on the highs and 
lows of recent 
commercial jobs 


VITAL STATISTICS 


DA test model that 
helped Darkside win 
the VFX contract on 
Outcasts. Ironically, 
there are no vehicles 
on Carpathia 


~ a 
__— yes 


# Darkside’s dialol 
with Kudos led to 
‘Oneigy the most Mi 
technically ambitious 
UK TV series of recent 
years: Outcasts 


asting the stones 


Andy Bishop of Darkside Animation reveals 
the highlights and lowlights of creating the 
VFX for the BBC prime-time drama Outcasts 


n early 2009, Darkside sales director 
it Stuart Wright established a working 

relationship with one of the UK’s most 
successful drama production companies of 
the last few years. Kudos (the firm behind the 
BBC TV series Life on Mars, Ashes to Ashes, 
Hustle and others) was shooting season eight 
of Spooks at the time, and an opportunity 
arose for VFX in two episodes. Darkside was 
subsequently commissioned to produce these 
major VEX works 
explosion and episode hotel 

on sequence). 

Around the end of 2009, discussions were 
ongoing between Kudos and Darkside about 
a major new science-fiction project, again 
for the BBC, 
comm e 
produce all the VEX for th 4 
production would be shot in South Africa and 
have approximately 300 VFX shots spread 
over eight one-hour episodes, which were 
broadcast on BBC One and BBC One HD in 
early 2011. 

ns with Kudos and its art 
department commenced soon after we had 
ned contra 
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s and been formally appointed. 


What we did right 

1. Targeting prime production companies 

Our sales director Stuart Wright introduced 

Darkside to a good number of indi 

leading companies, including Kudos. Until 

Outcasts, Kudos had concentrated most of its 

output on drama-based programm 

very little use of CGI. Our objective in the 

earliest stages was to help demystify the VFX 
's producers and d 


supervisor to the shoot 
kside asked VFX supervisor 
Alan Marques and VFX assistant Linda 
Marques to S ri i 0 s 
crew and F quences 
for the four months of principal photography, 
and to supervise and gather all data relating 
to VFX for the show. 
While shooting continued, work at 
Darkside in London started on the desi 
onstructior all the main a: 
for the show. The planet C 
settlement, Forthaven, was the most complex 
model. It was based on the set on location 
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© One of the climactic shots from 
Outcasts. This was one of the 
densest scenes rendered for the 
project, with in excess of seven 
million polygons and more than 300 
high-resolution texture maps 


# CT-9 orbiting 
Carpathia prior to 
attempting re-entry, 
The lens flares 
reproduce those 
created by anamorphic 
lenses on the cameras 
in the live-action shoot 


in South Africa and closely followed the 
massive amounts of reference material sent 
by Alan. Test imagery was sent to and from 
South Africa, where Alan worked on the spot 
with producer Radford Neville and first block 
director Bharat Nalluri to make adjustments 
and changes to the layouts and designs. 

Without the constant communication 
between South Africa and London, this would 
have been a more long-winded process. The 
fluid nature of this process continued through 
to June 2010, when Bharat returned to the UK 
to finalise the digital assets. 


3. End-to-end workflow 

Without a doubt, one of the best decisions 
we made was to invest the time to work up 
a robust end-to-end colour management and 
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data handling workflow with post house The 
Farm in Soho. It paid enormous dividends 
with the sheer amount of data being run 
through the systems in both locations. Each 
episode had a VFX ‘spreadsheet of truth’ 
which was the bible to everything relevant to 
the shots, including descriptions, durations, 
notes and feedback. 


What we did wrong 

1. Spending too much time on finals 

that weren't 

The number of shots growing and the 
amendments made to each shot to suit the 
changes in editorial proved to be one of the 
biggest challenges, certainly in the early days 
of the project, while Carpathia was still being 
created. Early on in the life of an asset or 
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# Meticulous planning and data management 


helped Darkside successfully combine 
location and CG elements 


AL 
Be). 


ICG 


less is most definitely more. Getting the 
right and growing step by step from 
the way to go. 


2, Not enough opportunity for minutiae 

One of the things we all would have liked 

to improve was the amount of detail in the 

Forthar making them look even more 

alive and lived-in by adding people; but with 
of the ramping production, it 

was a step too far. In early pre-production, we 

did actually construct several fully textured 


Episode three features 
a huge whiteout hitting 
Forthaven. Here we see 

the cloud approaching 
in the distance 


* This wireframe of 

the scene shows 
the huge amount of 
geometry involved 


“There aren't many jobs in the world that are 
creative and fun to do, but this is one of them. 


Keeping that in mind keeps 


meshes from reference imagery of extras, but 
was wasted time: they never got used. 


3. Volumetric render times 
LightWave was a real boon for the animation 
of the particles for the whiteout sequences, 
but render times were horrendous, We could 
hit render times of 30 hours for a single 1,920 
x 1,080 frame. This wasn’t really a problem 
when the smoke was far away — maybe an 
hour per frame — but when the smoke rolled 
over the camera, the render times shot up. 


Lessons learned 
Obviously you want to make the best 
visuals you possibly can for the show, but 
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you honest and sane” 


you can only do this with time invested 

in proper planning. Making the 

critical assumptions about a p: 

parameters at the outset allows everyone to 
understand the rules and expectations. 

You need great staff. Better to have half the 
people who want to do the job than double 
who don’t. Having Mark Dodwell and Simon 
Percy on hand meant that this project was 
much easier than it would have been without 

rk very long hours. If the job isn't 


‘There aren't many jobs in the 
that are creative and fun to do, but this 
one of them. Keeping that in mind keeps you 
honest and san 


1 The particle-heavy whiteout scenes placed 
huge stresses on Darkside’s render systems 
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Freeze Frame 
Key moments 


in VFX and 


animation history 
revisited on DVD 


VITAL STATISTICS: 
Title What Dreams 


Distributor 

UCA (UK) and Palvaram 
for original DVD 

se, Universal (US) 


2) 
for...RRobin 
Willams’ character Chis 
taking a dp in a lake 
composed of liquid pai 


106 | 30 


Sweet dreams 


Nick Brooks and Pierre Jasmin recall Mass 
Illusion’s stunning VFX for the afterlife drama 
What Dreams May Come. By Mark Ramshaw 


ore than a decade on, 1998's What 
Mt] Dreams May Come remains one of 

Hollywood's unlikeliest creations. 
Based on a novel by Richard Matheson and 
starring Robin Williams, director Vincent 
Ward's blend of metaphysics and romance 
beguiled some moviegoers and critics and 
attracted scom from others. All, however, 
were united in their praise for the effects, 
which used animated painterly techniques 
to bring the afterlife to the screen in a way 
that had never been seen before. 

“T got involved right at the beginning, 
when Vincent Ward and Interscope were 
trying to find a solution for the visual 
challenges of the film, specifically how to 
create the painted afterlife world,” says 
Nick Brooks. Now a freelance VFX 
supervisor, Brooks had helped set up 
Cinesite and been involved with the 
development of Cineon before becoming 
digital FX supervisor at Mass Illusion. 
“They were terrified of a full CG route, 
particularly given that 3D had a little way 
to go before photorealism was achievable.” 

Mass Musion had been researching new 
techniques, including various procedures 
for reality capture. “My job was to make it 
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possible to capture a whole scene when we 
shot film, using techniques including Lidar 
and optical flow image analysis,” says 
Brooks. “My partner-in-crime was John 
Gaeta, and at the same time we were also 
developing Bullet Time. It might not 
immediately look like it, but there are 
technologies shared by the two techniques.” 


Making an impression 

Brooks says that the director shot scenes to 
be as representative as possible, filming in 
a forest landscape in low light. “Then we 
were allowed to retreat into our studio 

and pound onit until we got something 
working. The only thing Vincent was clear 
about was the artistic influences he wanted 
us to reference. He talked about Caspar 
David Friedrich, Monet and Van Gogh: this 
led to a look we termed the ‘resurrection 
landscape’, with the sun always low in the 
frame like at pre-dawn, to give a sense that 
the world was coming alive.” 

At this point, Pierre Jasmin joined the 
team. One of the original programmers of 
Flame at Discreet Logic, Jasmin had been 
working on his own Motion Paint system 
when the opportunity to get more involved 
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i Although What Dreams May Come was a 
modest box-office success, it was awarded 
1999's Oscar for visual effects. “T think our 

movie struck a chord Because what we were 

doing was soloriginal! says Nick Brooks 


with film production came up. “At that 
point Canada didn't get many big-budget 
movies, and the project was attractive,” 

he says. “Then there was the way Mass 
Ilusion was set up. It had been built over 
the old Doug Trumbull facility, with a 
motion-control stage, prop workshops and 
so on, rather than just a studio with people 
sat at computers.” 

Jasmin recalls reworking his code for 
the project, creating a multi-stage pipeline 
that would make the motion-painting 
process as efficient as possible: “Every step 
required so much computation that we 
broke it into steps. There was an automatic 
batch-processing step for the optical flow, 
then an interactive set-up pass for the 
artists, and another automated system to 
send it all to the render farm. It used to 
take over an hour just for the optical flow 
calculations on one frame. Nowadays it 
would require a third of a second.” 

The first step was to develop a two-shot 
proof of concept test, which was used to 
get Robin Williams onboard and the mavie 
greenlit. Unfortunately things became more 
convoluted during post-production, with 
Mass Tusion going bankrupt as a result of 
budget overruns on another movie. The 
Dreams team of 30 animators and nine 
compositors were kept together under the 
new name Mass Illusions to complete 
the pivotal eight-minute painted world 
sequence, but everything else was pulled, 
with studios including Digital Domain and 
Pacific Ocean Post stepping in to take over 
other visual effects. 


Organic setting 
‘These problems aside, Jasmin says the 
development of the painted world shots 
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Freeze Frame POST-PRODUCTION @ 


. % While automated tracking techniques were 
% . : 3 employed, the artists also had to manually 
KEY TECHNOLOGY . deconstruct each shot to assess the motion of 
Four different painting styles were objects, including plants blowing in the wind, 
developed to achieve the final + Eharacter interactionsand even waves on the lake 
‘resurrection landscape’ seen in What 4 i 
Dreams May Come, with key influences 
"provided by the works of Caspar David 
Friedrich and other 19th-century 
Romantics, as well as Monet and Van 
Gogh. “We used a hybridised approach for 
paint generation, with twa image-based 
animation systems and a fully 3D one,” 
says Nick Brooks, the film's VFX 
"supervisor. “To start with, colour and 
movement were obviously key, and then 
we got into an area of segmentation, 
dividing the scene up in terms of 
__ materials, like water, rock, bushes and 
foreground elements.” 
“The next critical thing was depth. One 
area the industry struggled with then was 
tracking, so we got arough camera match 
with 3D Equaliser, then used Lidar to get a 
point cloud of the scene. We'd use optical 
flow, geological survey data and the point 
cloud to deform our geometry onto the 
photography, ready for the addition of 
paint strokes and the integration of CG 
elements, including procedurally 
generated flowers and lakes.” 


© Original and final footage of a sequence. In addition to 


capture process was flawed in some shooting in a live environment as close as possible to the desired 


final look of the painted world, the filmmakers also adjusted the 


way. That turned it from away of recording colour saturation to give the artists a closer match 
a scene to creating a hallucinatory reality” 


Nick Brooks, VFX supervisor 


atively rewarding for the 
Mass Illusion artists. “Once they saw our 

initial examples, it became quite clear to omething is not quite right, which pushes 
the artists how to use it. We'd hired a lot of __it into a world of imagined reali 


proud of what we 
time a studio had attempted to produc team that worked on i 
an organic digital environment. “Of cour 
.d everything on photography, but 
what [ liked about the approach is that artistic experience for everyont ed. © Pazierre Jasmin went on to form RE: Vision Effects with Motion 
pture pro awed in some It wasn't just about making something Paint co-developer Pete Litwinowicz. One of the products they 
That turned it from a way of recorling —_photoreal fit into a scene, and it wasn'ta developed was Video Gogh: "It's like a canned version of the 
ene to an interpretation, help simple forgery job. The illusion we were original tool, to enable people to add the same sort of look to 
‘te a sort of hallucinatory reality, I’s the creating was a magical on their videos,” explains Jasmin 
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My Inspiration 
Industry legends 
reflect on the 
work that shaped 
their lives in 3D 


G Stanley Kubrick was 
awarded an Oscar 

for his visual effects 
work on 2001 rather 
than his direction. 
Techniques included 
front-projection 
photography anda 
giant centrifuge set 


Bi About the author 


Nas vine isa 


Avatar and CSLNY 
lookfx.com 


3worldmag.com 


Lost in space 


Co-owner of Look Effects Max Ivins 
reveals how a pivotal early movie 
experience lead him to a career in VFX 


hen T was seven years old, I went to a 
W) movie theatre in Claremont to see Stanley 

Kubrick's 2001: a Space Odyssey. It was 
the first film experience that left me awestruck. 
Its depiction of man's exploration of space 
and sophisticated computer intelligence is the 
earliest inspiration that led me to my career in 
visual effects. 

The feeling of wonder and excitement from 
being transported into a futuristic world is one 
of my more vivid childhood memories. It was 
my first big exposure to science fiction, and I 
was blown away. The excavation on the moon, 
the spaceships and stations and the HAL 9000 
computer are just some of the futuristic - and 
now iconic — scenes that left a deep impression 
on me, It was the beginning of a lifelong 
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appreciation of science, and of science fiction 
in books and film. 

‘The sophistication and realism in the design 
was amazing. The enigmatic mystery of the 
monolith was a great vehicle to lift my wonder 
and amazement to all-time highs. To this day, 
Iam inspired by the quality of the design and 
implementation of the visual effects; | am always 
impressed how the film holds up 40-plus years 
after its release. 

‘The one effect that sticks in my head when 
I think back on the film is shot on the space 
station, where the stewardess walks around the 
intersection ring from horizontal to vertical. 

The shot relied on a gimbal set: not the most 
complicated effect, but it has stuck in my mind 
all these years on. 

‘There are other inspirational films along the 
way that have influenced and inspired me, but 
2001 was the first. It was the genesis of a path 
that led me to VFX. It has influenced my design 
of effects, most consciously the timing or pacing. 
I tend towards a pacing that is more deliberate, 
giving time for the effect to develop, to hit the 
beats and be absorbed by the viewer. Let the 
mystery unfold, so to speak. This is a definite 
style influenced by 2001. I also feel that the level 
of quality in the film is something I admire and 
strive to apply to all areas of my work. @ 
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Mental Roy 


Thor patch 


Is it a bird? Is it a plane? No, it’s the 
Incredible Roy, and he’s had a gutful 
of superheroes, mindless spectacle 


‘About the author 
Mental Ray has 


fringes that contain pubs. We 
could tellyou nis real name, 
‘out then we'd have tokill you 
3dworldmag.com 
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and franchise crossovers 


uch as I don’t want to rain on Marvel's parade 
or anything, isn't there just a glimmer of the 
tiniest chance that they've been getting a 
bit carried away of late? Oh, I know, we alll love the 
reassurance of a good caped crusader tale in times 
of global uncertainty. But: seven superhero films 
currently in production? Really? 

This current bout of endearing, yet at the same 
time unnerving, enthusiasm — a sort of corporate 
equivalent to Tom Cruise jumping up and down on 
Oprah's sofa in a bid to demonstrate how normal 
he is — is perhaps understandable. Stan Lee and his 
henchmen have been witness to so many half-cocked, 
lazy-arsed movie versions of their comic books over 
the years, it’s only natural the merest whiff of box 
office success would send them into an empire- 
building frenzy. 

Just imagine how you'd feel if you'd become one 
of two titans of the comic book market, rolling out 
one successful superhero after another, only to watch 
in dismay as Hollywood grabbed the rights to your 
characters and then went off and ballsed things up 
time and again, Anybody remember those 1970s films 
cobbled together from bits of shonky TV shows like 
‘The Amazing Spider-Man and The Incredible Hulk? 
How about that senseless straight-to-DVD Captain 
America? Or maybe Roger Corman’s no-budget 1994 
take on The Fantastic Four? Unlikely: it was never 
even released. (Just how bad does a movie have to be 
for Hollywood to do that? And why weren't the same 
rules applied to Sex And The City 2?) 

Little wonder that, after the unexpected success of 
Blade and the subsequent money-spinning antics of 
Spider-Man and the X-Men, Marvel decided to bring 
movie production in-house, and kick off its current 
love affair with the whole ‘synergy’ thing. In theory, 
it's a pretty smart move. There's something genuinely 
thrilling about the idea of crossover between all 
these superhero movies to bring them together in one 
coherent world — a cameo from Iron Man in a Hulk 
movie here, a Captain America shield briefly popping 
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up in an Iron Man movie there — with the intention of 
bringing all the crime-fighting heavy hitters together 
for an explosive Avengers movie in 2012. But even my 
absinthe-addled brain can spot a serious flaw in the 
whole plan. 

By cross-linking all these films, Marvel has built 
itself a house of cards. If just one movie turns out 
to be well, crap, or even if it simply underperforms 
at the box office — because the general public just 
can’t warm to a hammer-wielding Viking god getting 
cast out of Asgard and winding up like some sort 
of steroid-enhanced, golden-tressed lumberjack 
in Middle America, for example — then the whole 
enterprise is liable to collapse. One stinker will taint 
the entire franchise. 

Making lantern-jawed saviours suitable for mass 
consumption is a pretty tricky business (as Marvel 
should know only too well). Talk a load of poppycock 
about Nietzsche, the id, and the psychology of hero 
worship all you like: sometimes a man in a spandex 
suit is just a man in a spandex suit (thanks, Freud), 
and that doesn't half look silly in the cold light of day. 

Getting grown men and women into cinemas to 
watch people act out childish crime-fighting fantasies 
requires three things: the right tone, a charismatic 
lead and a whole shitload of spectacle. Let's be 
honest: nobody went to see Iron Man because they 
couldn't get enough of the original comic book. They 
went to see Robert Downey Jnr drown the rest of the 
cast in sleazy charm and to watch ILM make things 
fly. Then blow up. 

Speaking as a professional, I'm all for Hollywood's 
over-reliance on the visual effects industry. If 
everybody starts aping Bergman and Allen, we're 
all screwed. But as a moviegoer, I'm not sure how 
many more blockbusters trying to disguise a complete 
lack of content by throwing visual effects at the 
screen as if they're confetti I can stomach. Much as 
I'm hoping Marvel does succeed, you only have to 
look at the last two Fantastic Four movies to see what 
happens when you try to prop up a superhero flick 
with nothing but digital trickery and lame sight gags. 

At least the Marvel men can console themselves 
in the fact that arch-rivals DC are on similarly shaky 
ground: they've handed the keys to the Superman 
kingdom to Zack ‘quick-quick-slow’ Snyder, and 
decided the best way to celebrate Christopher Nolan’s 
pitch-perfect resurrection of Batman is to throw 
away the entire legacy after the next movie and start 
again from scratch. Smart move, guys. Still, that that’s 
got to guarantee more work for us button-pushers. 
‘The nipples on that batsuit don’t digitally enhance 
themselves, you know... @ 
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Tutorial files 


The disc includes scene files for this issue’s 3D-Coat 
tutorial, plus Fundamentals and Questions and 
Answers, Visit Sdworldmag.com/143 for more 
scene files and to view the accompanying videos. 


10 motion-capture 
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populr file formats 


mocapdata.com motion clips 


Based in Japan, mocapdata.com offers over 4,000 
free motion-capture clips, plus about 800 premium different licences: 

pieces. Activities include sports, combat, dance and Premium (BIP, C3D, CSM, V/VSK) 

music, and clips come in a wide variety of fle formats + Boxing Jab, Golf Driver, Drum Mation 4-Beat, Hip 


assets, which come in different file formats and with 


Having problems? 


Tf you have problems using the disc 


interface, visit our support website 
at futureplc.com/disc-support. On 
this regularly updated site, you'll find 
solutions to many commonly reported 
problems. If you're still experiencing 
problems, email our support team at 
support@futurenet.com. If you have 


to suit different 3D and animation packages. 
Mocap files are available to search for and buy 


individually or in themed packs. You can also splurge 


on the Ultimate All-In-One pack, which offers 
mocapdata.com’s camplete library. 
The 10 files provided on the disc for your use 


show the quality and range of this extensive library. 


Hop Dance Running Man, Karate Back Kick, Kung Fu 
Punch, One Leg Up Spin and Tennis Forehand 

Free (BIP, BVH, C3D, FBX) 

+ Free Kick and Trap Shoot 

Please consult your 3D package documentation for 
details of file format compatibility. 


a broken or faulty disc, return it to the 
address on the back of the disc wallet. 


They are worth a combined $500 and cover a range 
of sporting and dance moves. The motion-capture 
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Disc contents 


3Docean textures 


3Docean is an Envato Marketplace - one of a 
connected network of digital cantent stores 
offering video, audio, code and tutorials. 
‘3Docean offers a wide range of 3D models, | Eight texture sets 
materials, shaders and concepts for sale, for interior and 
although the focus of this set of content exterior scenes 
on the disc is its texture library. Over 270 
texture sets are available; some with multiple 
textures, others featuring just one targeted 
design. The disc includes eight sample packs, 
together worth $49, for you to try: 
+ Bamboo Texture by Nick Lee 
+ Carbon Fiber Textures by Mikhail Gritsak 
+ Dark Dotted Textures by Mikhail Gritsak 
+ Nature Pack by Allen Dellinger 
+ Tile Textures by Mikhail Gritsak 
+ Tileable Alpine Rock by Moss Doerksen 
+ Tileable Brick Texture by Stephen Dossett 
+ Tileable Canvas Texture by Santiago Degetau 
With the exception of Moss Deerksen's Alpine Rock, 
which are provided as PNGs, all textures are provided 
as JPEGs, and include Photoshop originals for artists 
who wish to make adjustments in a non-destructive 
workflow for the best-quality results, Several include 
bump and other maps, plus help files. 

Visit the 3Docean website for hundreds more 3D 
assets, plus details of haw you can get invalved by 
selling your own original content onlina, 


JPEG, PNG, PSD Commercial 


3docean.net 


DAZ Wizard 


Created by Lyrra Madril and 
TceWolfx exclusively for DAZ 3D, 
Wizard Study Furniture is a 
charming set of interior props 
for traditional fantasy art 
renders in DAZ Studio or Poser. 
The set includes a desk and 
hutch, both with movable parts, 


and a chair. (Other items and Complete 55-min 
characters in the renders aren't : ' " _ video guide to 
included.) Textures and materials SimplyMaya video training MatchMover 2011 
are provided, 

Visit the DAZ 3D website 
for hundreds more models, Complete on the disc, this video tutorial covers all the basics 
with regular sales and Three fantasy art of using MatchMover 2011, the powerful effects tool included with 
special offers. aH Maya 2011. Over 55 rrinutes, you'll learn haw to integrate 3D objects with 

Studio or Poser video footage and take the result into Maya. Visit the Simply Maya website for 


over 1,000 videos devoted to getting the most out of Maya. 


MP4 Educational 


simplymaya.com 


Soundsnap sound files Baeminierisce 
Ss @) U n a Ss na 50 effects and music clips for your animations or games and music clips in 
WAV format 
Soundsnap offers over 120,000 sound effects and royalty-free music 
loops, with many created by Hollywood sound designers and acclaimed 
5 0 WAV so und effects DJs. The disc selection includes ambient, Foley and music loops. 
sou ndsnap.com FORMAT WAV LICENCE Commercial WEBSITE soundsnap.com 
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On your free disc 


~~~ 10 motion capture clips, eight texture 
sets, 50 sound effect files, a fantasy model and 
a 55-minute video guide to match-moving in Maya 


Resources 


mocapdata.com clips 
10 motion capture files (eight premium, 
two free) for your character animations 


3Docean textures 
Eight texture sets: canvas, bark, rock, 
brick, carbon fibre and more 


Soundsnap sound effects 
50 WAV files for animation or games, 
including ambient, Foley and music 


Wizard Study Furniture 

Props fora fantasy interior for DAZ Studio. 
or Poser, from DAZ 3D 

Video training 
Match-moving video guide 


55 minutes of video training for Maya 
2011 from SimplyMaya 


Tutorials 


‘Scene files for our 3D-Coat tutorial, Q&A 


and Fundamentals are on the disc. Visit 
3dworldmag.com/143 for scene files for 
our other tutorials, plus videos for every 
tutorial in this issue 


For a full listing of our disc content this 
issue, including file formats and system 
requirements, ign) eke 1 


f \\ Ts your disc missing? 
{/ Please consult your 
fl |) newsagent, then contact 
\\ | us to obtain a replacement 
é //  support@futurenet.com 


myfavouritemagazines.co.uk/tdwpla 
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StoreMags.com - Free Magazines Download in True PDF format 


ATI FirePro™ 3D Workstation Graphics Accelerators 


The ATI FirePro™ 31 family of workstation graphics cards combine 
anew ATI OpenGL optimised driver with the award-winning 

ATI FireGL graphics technology, delivering a new level of graphics 
performance and reliability for professional 3D graphics users. 


bluegix 


12th May at Ravensbourne 
FREE Entry - Register now! 


www.bluegfxexpo.co.uk 
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Who are we? SOE J 
We 


bluegfixis Autodesk's No. 1 Reseller 
N.Europe, Media & Entertainment, with 
‘over 21 years of experience in supplying 
the commercial industry. We are an 
established business offering 4 range of 3D 
solutions including: Autodesk Media & 
entertainment software, workstations, 
render farms, servers, render management, 
storage and much more. All delivered with 
anexcellent level of professional 

service and support. 


Don't take our word for it 

“10 years ago | moved on from traditional 
art to 3d and bluegfx has been there 
every step of the way with all my support 
needs. As a freelancer working from home, 
it’s essential to still feel part of a team 
otherwise it can be quite isolating. 
bluegfx provides me with the latest 
products, seminars, training and support. 
workshops which are enjoyable and 
informative and it also gives me a chance 
to network with other 3d artists. The 
service bluegfx provides me with is 
invaluable and knowing there is always 
someone to bounce ideas off and work 
through any technical problems makes 
the sometimes insular world of 
freelancing more like playing in a team! 
Thanks bluegfx". 


Contact bluegfx for further information, availability and pricing. 


Contact us 

Bicester 

Guildford +44 (0)1483 467200 

Gateshead +44 (0)191 490 9145 

London- Soho +44(0}870 890 3618 

info@blueghcom — www.bluegfcom 
a 


Autodesk 
Gold Partner 
Media & Entertainment 
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